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FOREWORD 

These short commentaries of the Sangeet Granthas of the past ages form 
a very valuable contribution to the music literature of modern times In 
these the author has left behind a smooth path for a student of the past 
history of our music through the labyrinth of the ever changing system of 
Rag-Rag)nis Indeed, had it not been for the late learned Prof Bhatkhande's 
persistent application to the study of the old literature on the subject with 
a definite aim at solving the diverse and therefore mysterious and baffling 
methods of explanation of a common topic with which it is filled perhaps 
the history of our music of the past centuries would have remained oblivious 
to us today Ever since the time of the Sangeet Ratnakar our music had 
been going through a process of reformation as it were The old System of 
Grama-Moorchharu-Jati was abandoned and gave place to the Raga-Ragim 
or the Janya-Janak (Thata-Raga) theory. In Northern India the Mahomedan 
rulers proved to be great patrons of music and dancing They brought with 
them their own music which, as it always happens in this country, was as¬ 
similated into the then Hindu music New melodies, new styles of inter¬ 
pretation, new types of songs, new Talas were introduced Thus today we 
have got what we know as Hindustani music which is a beautiful monument 
of the fusion of Hindu and Islamic Culture 

In the midst of this reformation a few Grant has expounding the system 
of music m vogue in their' respective times were written Two of these, 
Ahobala's Sangeet Parijat and Somnatha’s Ragavibodh had already been 
published when Prof Bhatkhande took up the study of the Granthas This 
does not however mean that they were understood by anybody In their 
anxiety to link up the ancient system of music with that current in their own 
days the authors of these Granthas have rendered themselves difficult to 
understand E, G Somnath explains his music scale in terms of Shrutis as 
the ancients did As to what was his exact interval of the Shruti he is mum 
He bases his theory on a chromatic scale which is current today in the south 
as Mukhari and describes his flats and sharps with reference to this scale 
In the north even perhaps at Somnatba’s time a diatonic scale had already 
been adopted as the standard scale Ragavibodh was therefore difficult for 
the northerners to understand Similarly Ahobala dutifully accepts the 
Shrutis and Moorchhanas of the ancients and describes them m elaborate 
details in the Swaradhyaya* When however he comes to the Ragadhyaya he 
quietly selects from the Swaradhyaya whatever had a practical bearing on 
the music current in his time and throws the rest of the bundle overboard 



Even die facts that Somnatha's standard scale was like the Mukhari scale of 
the Karnatnk system of music and that Ahobala’s standard scale was like the 
Kaphi of the Hindustani system of music were hardly discovered before 
Professor Dhatkhandc's commentaries on these Granthas, namely Raga- 
vibodha-Praveshika and Parijatn-Praveshika came out. At least there is no 
record to prove it. 

Under such circumstances it was but natural that the literature of our 
music of the past should have remained unattended to so long. 

These articles deal with over a dozen Granthas and give enough 
information which makes it quite easy to understand them. Some portion of 
this book has already appeared in print in “Sangeeta” the Journal of the 
Morris College of Hindustani Music, Lucknow. But unfortunately the 
journal having ceased to appear after the fifth issue the rest of this book 
remained unpublished until the late Mr. Bhalchandra Sitaram Sukthankar the 
editor and publisher of the Kramik Pustak Malika thought of bringing the 
whole series out into a book form. This volume was half way through the 
press when unfortunately Mr. Sukhthankar fell ill and died in April 1940. 
The printing was taken up again a few months ago. Coming, as it is, from 
the pen of the foremost authority on the subject, it need hardly be added 
that this boo!: will prove a very interesting and enlightening study. 


S. N. Ratanjankar 




But how are we going to systematise it ? What systems are we going 
to adopt? We know that our music , in the past was highly systema¬ 
tised and that the system adopted was the best lor its needs. ' 1 would 
even go further and say that the system adopted by some of our old 
Shastra writers would be found suitable even for the cl as sification or 
systematisation of our own music. • The putting on a different suit of 
clothes does not change the individual clothed, and similarly, though 
there may be, and are changes in the music as it is now, from what it 
was then, there is no such fundamental alteration in it as to make the 
modern music an essentially different thing. It is, therefore, necessary, 
in my opinion, to consider the system or systems adopted by our old 
Shastra-writers in order to construct a good workable system for our 
present music. Though the external appearance of our music has 
to some extent changed, yet, the frame work, to my mind, appears 
the same. This is apart from the pride one feels for what is one's patri¬ 
mony. Then again by. studying the ancient texts, we can also restore 
some of the Ragas, which were formerly popular, but have ceased to 
be in vogue and can correct the method of singing some melodies 
which are at present incorrectly sung. The principal changes which 
have taken place, are either as regards the names of the Ragas, or the 
notes used in them, or as to the Thatas to which they are to be assign¬ 
ed; or perhaps some of the ancient graces and "Gamaks" have lost 
their ancient forms and so forth but in the main the substratum of our 
music is undoubtedly the music of the past, and that being so, a study 
of the past music, in my opinion, is essential. All art, as we know irom 
experience, is progressive, and the Music of today will be the music of 
the past in a few years more. But the study of any art is incomplete 
without the study of the progress which it has made, which again is 
of material assistance in the study of the art as it exists. It is rightly 
observed that in order that a body of artists who represent any parti¬ 
cular art should really be proficient in it, they must be well-versed in 
the fundamental principles of it. In the present moment, unfortunately, 
most of our professional artists are not learned in the science of music 
and the theorists are not well-versed in the art. I am only speaking of 
my part of the country. This state, however, is happily passing away, 
and the Indian nation is now taking a great interest in the subject. It 
is to be expected that at no distant future we shall have people who 
combine in themselves both the art and the science of Music and then 
the progress we make will be both rapid and stable. 

Having so far tried to show the importance of the study of the 
ancient Sanskrit books, I shall now come to the second question, name¬ 
ly, the subject matter of the study. Before taking up the consideration 
of this question, I may here point out that the Sanskrit works I have 
selected for consideration almost all belong to the period when the 
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The following Sanskrit works ‘ will be available in the Govern 
ment Oriental Library, Mysore. 
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The following Music granthas will be found in the Palace Library 
Trivandrum. 
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The following will be found in the Central Library at Baroda: 


1 fhfffi IRRofl 3 

2 *RTd 4 *hflcT *TTO 

1 am informed there are some more lately acquired by the 
Baroda Government. 

The following are the treatises available in the Library of His 
Highness the Maharaja of Kashi. 


1 mtt xz*m 

3 #o 

4 

5 MlftflTtf 


6 imHKRcO 

7 z'Pfi ft* 

m 

8 W'( T&T ) 

9 JT^Pinl SfTfftfl (^R) 


10 



t 


iojj 

h T 14 


Tory. y 




2 ^ 

*■ sm^r, 

d ^nsrir, 

^Wrafta, 

' ^tumf 

® «* <Jfa, 


»o rfe ^ 

liable 

0 f W m 

,, 

/f ^ 

J f *fcr ** ^ 

^ifof 




"ern* J . -™ wt 

° ns '!fQj iji 6 »• Wfttj 

??.** ^ rt w °<^ fc. 


$bf 

3 ***fc 

^ .'» *?*/$* 
h _ tl 


lar PtQsad 


6 ^asenftft 

7 *"fminrm 


a * W; ^ °' <**i,£ to 4 J a r» *mb aajlur 

JrOj,_ b Y Mahn, __ “^ed 


' *W*Tl 

*»9W«B W 


8 

9 #?^ ff 

if 

IS^ m ^> 

Xi£ 

J5 ^rr 
*** 


***** 2* ^ Q / 5 4 **“*■* 

^eniton tk iiav »tg q t c a fcsf o/ «>* 

^IfeAed **• ol * U ch of ^ *W e t ^^=fe Ore «, 

. . 1 as ftav 7£ e °v«fab te /®‘ « 


3-2T!*** 

, * ffS > 3 ^%5 

^wrrzrf 


7 »% 



4 


35 h® w vifcpj 

*30 n* 

37 sawrolfarn 

38 h® hhI^- 

39 h« jh/^sr 


40 w w 

41 Ho aflifccforc- 

42 h'o srfq-fftf 

43 OTHHT 


44 H^ranr^/H 
45 HH(*R 2fof ( ) 
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ment Oriental Library, Mysore. 
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The following Music granthas will be bund in the Palace Library 
at Trivandrum. 
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The following will be found in the Central Library at Baroda: 

1 frifrer hhrcO . 3 sracwssaftfa 

2 H4fiT 4 hhth hto 

I am informed there are some more lately acquired by the * 
Baroda Government. ' . 

The following are the treatises available in the Library of His 
Highness the Maharaja of Kashi. 
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The following Sanskrit works* will be available in the Govern¬ 
ment Oriental Library, Mysore. 
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The following Music granthas will be found in the Palace Library 
at Trivandrum. 
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The following will be found in the Central Library at Baroda: 

1 HtfRT HHFfcft . 3 

2 HtflH UPHg# 4 HHfr H^T 

I am informed there are some more lately acquired by the * 
Baroda Government. 

The following are the treatises available in the Library of His 
Highness the Maharaja of ICashi. 
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With these important cautions in mind, we shall now approach 
the subject of Bharata's Shrutis and Swaras. 

i 

4 

To begin with, says the author: “tjnjqqjJ | 

cf^WI ?fft: In fact, in this small 
sentence he Jays down the definition or rather the measurement of his 

Shruti. He takes it for granted that his learned readers are practical 
musicians, who know the difference between the Panchama of his 
Shadja Grama and that of the Madhyama Grama. With that assump¬ 
tion, he further explains his method of fixing the Shrutis of his scale. 
The Sanskrit passage may be translated thus: "In the Madhyama- 
Grama, the ’Panchama' is lowered one shruti. This lowering of the 
Panchama to obtain the Madhyama Grama' ’Panchama’ or the raising 
of the Madhyama Grama ’panchama' by one shruti to obtain the 
Shadja Grama ’panchama' is the measure of a shruti." 

p 

fc&fr7 miWWIWItW: | 

Translation.—"The following examples will clearly indicate the 
position of the shrutis." 

Translation.—’’First let the vinas having wires, instruments of 
playing, wooden frame, and murchhanas be made of identical quality 
and let them both be tuned to the Shadja Grama scale/' (Evidently 
he expects readers to know how to do it). 

Now, 

gftware rt ^ri i 

Translation.—"Set one of the two Vinas to Madhyama Grama 
by lowering its ’panchama' one shruti only." (The reader as a practi¬ 
cal musician is expected to know the lowered panchama). 

Translation.—"The next step is to make this Madhyama-grama- 
vina a Shadja-grama-vina, not by restoring the lowered ^panchama' 
to its original pitch, but by taking it as a real Shadja-grama panchama 
of four srutis." (In other words the author wishes the reader to lower 

all the other swaras of the scale, namely $n, ft, 

Thus, (st ftm) m wm I 

Translation.—"The whole Madhyama-grama-vina after' this 
would be lower than the other untouched shadja-grama-vina by 

one sruti." 



Translation —"By repeating the same operation (i e by lowering 
the new madhyama-grcana-vina 'panchama' one sruti and accepting 
the same as shad;a grama ’panchama') the result would be 

rfaTTftrora qt^TcJ: fctfSjft+tqTT I 

Translation—"The swaras ’Gandhara' and ‘Nishada’ would 
coincide with the ’Rishabha’ and ‘dhcuvata' of the Shadja-grama-vina 
because they are only two srutis higher in pitch than the ’nshabha’ 
and 'Dhaivata *" 

Translation —"Another similar operation and the 'dhaivata' and 
‘nshabha’ of the ‘Chala Vina 1 will enter* that is ( will comade with the 
‘panchama’ and 'Shadja' of the untouched vina the distance between 
them being only three srutis (We know that according to all cadent 
writers the 'dhaivata' and ’nshabha' are only three srutis higher than 
the panchama and ‘Shadja’ respectively) <rcqf qqqq 

Translation—"One more repetition, and the ‘panchama' ’Madh- 
yama' and ‘shadja' of the chala-vina will coincide with ’madhyama' 
'gandhara' and 'rnshada' of the *achala-vma,' the distance between 
the two sets of swaras being only four srutis " 

qrt^r fafer fimfitqql i 

Translation —“This illustration will clearly show the twenty two 
srutis of the two gramas the author expects the reader to locate the 
srutis and Swaras in the light of this explanation.) 

If we assume our interpretation of the text to be correct it will 
appear that Bhctrata's reasoning is quite lucid and at the same time 
sufficiently simple The following observations will make Bharata's 
view more clean To begin with* Bharata says, that the two vmas are 
first to be tuned to the shadja grama scale We will say there are only 
seven wires to represent the seven notes of the scale on each of the 
two vmas Evidently then, seven wires are to be tuned to the seven 
correct notes of the shadja grama scale I have already said that 
Bharata presupposes in his reader a perfect knowledge of the *pan- 
chamas* of the two Gramas and an ability to tune the vma3 according 
to the directions he proposes to give When one of the vina3 Is to be 
made Madh yam or g ramie, all that be means is that the wire represent¬ 
ing the 'panchama' in the shadja grama is to be slightly loosened so os 
to make it produce the ’pemchama' of the madhyama* all other notes re¬ 
maining in their original positions The second direction of the author 
is most important He directs the madhyama gramic vina to^be 



verted again into a shadja gramic vina, but he wants this to be done 
not by restoring the ’panchama' to its oriainal Ditch, but hv 


•T#l 


* --c--p 

nchama' for the new shadja 


the changed 'panchama' as a proper 

gramic vina. Now we know that this can be accomplished only by 
lowering all the other notes of the vina by one sruti and that is what 

Bharata says will be the result. He says 


'* prwEt *Tsrfr i” 

m 

* 

♦ 

Translation.—When the Chala-vina is thus made shadja gramic 
the pitch of Sa will be three srutis, that of ri' will be six srutis, of ’ga' 
eight sruti and so forth. By repeating this process another series of 
srutis namely, two, five, seven, eleven, fifteen, eighteen, twenty will be 
discovered. But the 'ga' and ’Ni' of the Chala vina will now coincide 
with the ri and dha' of the achala vina. On another repetition of the 
same process, the swaras ’sa', ’ma', ’pa' of the chala vina will coincide 
with the ’ni', ’ga' and ’ma' of the Dhruva or achala vina. 


It will be readily conceded, I suppose that the process so ela¬ 
borately described by Bharata will be possible only if the Sruti interval 
remained the same all through the octave. According to Bharata then, 
the sruti was a real unit of measurement in determining the ratio bet¬ 
ween the several Swaras. In other words, the ratio of'the. first to the' 

* 

second sruti was equal to the ratio between any two consecutive srutis. 
There are twenty two srutis in all and if we take the starting point to be 
the sruti of ’ni' in the lower octave, and as equal to 1, then the twenty- 
second sruti, that is of the higher ’ni' would be 2. There being twenty- 
two equal intervals between the higher and the lower ’ni' each interval 
would be equal to the twenty-second root of 2. 

I do not claim any originality for this explanation of Bharata's • 
srutis. The view was submitted before the first All-India Music Con¬ 
ference by a learned scholar of my part of the country, namely the late 
Mr. V. V. Phadke, retired first class subordinate judge, in the year 1916. 
The view appeals to me, and I have therefore, thought it proper to place 
it before my readers. The late Pandit Abraham of Tanjore also read a 
paper before the first All-India Music Conference at Baroda on the srutis 
of Sharangdeva Pandit, and showed that no scale in which the srutis 
were taken as unequal could under any circumstances be accepted # 
as Sharangdeva's shuddha scale. The Pandit's paper is now printed 
and published, and I shall not write about it here. 

'k 

The chief object of these articles is to place before the readers a 
comparative analysis of the different Sanskrit works on Indian Music 
written at‘ different times, in order that such comparison should help.in 
the determination of a suitable system for our present Hindustani Music. 
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them. Hrdaya Narayana Deva. the author of Hrdaya Prakasa and 
Hrdaya Koutuka quotes from the Tarangini. These two last named ' 
treatises, were written about the year 1650 A.D. 


We shall now go into the subject matter of the Tarangini. 

Lochana, after giving the divisions of Gita as Nibaddha and Anibaddha 

at once takes up the question of the Srutis. In common with alt his 

■ 

predecessors, he recognises twenty two srutis, to the scale, with their 
well-known names Tivra, Kumudvati, etc. The distribution of srutis 
among the seven shuddha swaras, as 

is also accepted by him. The swara becomes manifest on its last sruti. 
The accompanying chart will show at a glance how he places his 
swaras on his twenty two srutis. 


Chart Showing the Shuddha and Vikrita Swaras of the Raga Tarangini . 



Shuddha Vikrits 

Shuddha 

t Vikrits 

onruiis. 

swaras. swaras. 

oxiru 

swaras. 

swaras. 

> tffal 


u jfrcff 

(cTr353 3T3R) 



>A 3T33I 

3ift 3r353 3faK 



K* f^fr 

* 

v e?x?r 

TrfjT 

5T35*3 

h srofr 


?e srerfcn. 


^ *53f 

... 

> vs sflcsifoft 55 : 333 


o #-.^f 

55 

Kc 3355 


c 


K\ inttfl 

^ «?> 





K° 3£jST 

* 313 ) 

\K 33Tf 


ik umiM 


** s-nmqi 55 : f33K 

m 

m 

i tm 

(aferwK) 

= ... 5135* I35T3= ; 

% 

... (eft^OTwn?) 



(For detailed explanation, 

the reader is requested to refer to the 


translation which follows).. 


JTFTPT: 3W*53T fit T333T 351 M 

Translation —When the notes 'ri' or ‘dha* are played or sung 
theh penultimate srutis, literaUy when they give up the.r lost srut. , 
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they are supposed by experts to have become kernel ri end Kernel dha 
<to 'ri' cad to T dha*J. 

Observation,—Shuddha ri and shuddha dha are the sounds of 
the seventh and twentieth srutis respectively in the ordinary twenty two 
sruti scale. Komal n and komal dha therefore, will be the sounds of 
the sixth and, the nineteenth smiis The Orthodox view has always 
been that a shuddha swara manifests itself on its last sruti 

*T l Wirfa JJtTO rpmf gfru 

Translation —When Gandhara stands on the fust sruti cf Mad- 
dhyama it is said by the experts to become ‘tivra' or sharp 

Observation.*—'The srutis between shuddha 'ga and shuddha 
’me* are four* the fourth being the sound of the shuddha ’mat* The 
gandhara therefore could move up four sruiis, nght uplo the place 
occupied by the shuddha W. It will be carefully noted that the note 
’ri' only became homed but not tivra The note gandhara again, only 
moved up and became tivra. but was not allowed to go bade and 
become hemal. 


Translation —When gandhara stands on the second sruti cf n?ed- 
dhyama, it becomse tivratara *ga’ and when it stands on the thud sruti 
of that note it becomes tivra tom a ga*. When again it rises up to the 
fourth or last sruti cf ’xna' it becomes atMivratama "go 1 . 

Observation—A glance at the sruti swara chart will show that 
ati-tivataaia 'ga' and shuddha ma' are identically the same sound 
The object of giving two different names to the same note will be dear 
when we examine the dihruticns of the ragas later on. 

T&ttf sr fWW tfKTft rmt I 

fng frnrmfu: wsfa 11 

^ ft 51 (few V&ti H 

Translation—When tushada laics the fust sruti of shad,a it be* 
comes tivra nishada, according to those who arc loomed irt roude. 
When nishada tabes the second sruti cf shedja, it becomes tivratara ni 
and when it takes the third sruti of shadier, it becomes, tjvratama ri. 


V 


Observation.—It .will be observed that although the distance of 
the shuddha shadja above the nishada is four srutis, the rise of nishdda 
is only through three srutis. Shadja and panchama do not under any 
circumstances, take the names of their respective proceeding notes. 
It will be remembered' that gandhara could rise up to the fourth sru.ti 
of maddhayama, and become ati-iivratama ga*. There are four srutis 
between W and 'pa*, but ma could rise only upto the third sruti of 
'pa* and become tivra ma' (ivratara ’ma' and fivrafama. ma\ There 
is no ali-tivratama ma*. 

i gift Pfe: ^r^5t J 

PftK? 3fon. tfcr tt 

Translation.—When nishads tabes two srutis of shadja, it is also 
called Kakali nishada. It should be sung in the place of tivratama 
nishada. 


Observation.—Kakali is a well-known swara name in the 
southern music system. Kakali nishada corresponds with the tivra 
nishada of the Hindusthani system. Sadharand ga' Antar ga*, Kcrishika 
'hl\ and Kahaii *ni', are now universally understood to mean komal 'ga 
ti\Ta 'ga‘, komal *ni', and tivra 'ni', of the Hindusthani system. The 
important question before us will now be what was the shuddha Thata 
of the Raga Tarangini? The answer will be it was no other than the Kafi 
.Thata of our current Hindusthani music system. The shuddha ’ga' and 
and shuddha ‘ni* of Lochana Pandita are the Hindusthani komal *ga r 
and komal *ni*. The conclusive evidence, however, on this point will 
be seen when we come to discuss the Thata definitions. The shuddha 
Thata of the Tarangini could never be our modem Bilavala Thata, be¬ 
cause, the tivra l ga' and tivra *ni' necessary in the Bilawala scale are 
vikrita notes .according to the Tarangini. Then again it will be noted 
that the notes % ri* and 'dha' become komal ‘ri* and komal 'dha*. 

A 

Lochana Pandita Jerk's down the following twelve Thatas and 
then classifies his ‘fanya* rag as under them:— 


<R) 

(3) nrfr 

fv) 


(h) 

($) 

(c) m 


(i°) ^ 

(tR) 


described 


(1) BHAIRAVL 

STOo-* ( 

^TsvvfnVr 11 
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Translation—The seven shuddha swaras should be carefully 
sung or played and the moment that is done the Thata called Bhairavi 

will be produced 

+ 

Observation —This definition of the Bhairavi Thata will no doubt 
cause surprise. The Bhairavi Thata known to the student ol Hindustharu 
Music takes komal 'ri' and komal ‘dha' that of Lochana is the Kail 
Thata The Bhairavi mela of the southern system takes ’ri' Uvra and 
’dha' komal of the Hmdusthani system. Lochana evidently knew the 
southern practice as well Because m the next verse he says — 

3FT 3 jfrsff KPT ^UTcl t 

cTW m TW1S5OT: 11 

Translation —Others use a komal dhaivata in the Bhairavi raga 
I know, but that is incorrect , Bhairavi with a komal dhaivata will not 
be pleasing 


(2) TODY 

^ 3*TWr ittt cffli irprorafe il 

Translation —Take the seven shuddha swaras again Make ri' 
and dha komal and the resulting Thata will be Todi It should be 
sung as such by the singer 

Observation—The Todi Thata of all ancient Sanskrit writers 
Corresponds with our modem Bhairavi Thata of the Hmdusthani system 
Any of our southern friends will confirm this statement The Todi Thata 
of the southern system is even now the same as our modem Bhairavi 
Thata This verse proves that the shuddha scale of Locfcana was our 
modem kafi Thata, because the Kafi Thata could easily be converted 
mto the Todi Thata, our modem Bhairavi by making 'ri'and “dha*, komal 

-fe 

* 

(3) GOURI 
^ trft ^ BT WEfl 

vrraT nrft uf^?r it 

h 

Translation —If in the last mentioned Todi Thata, the note 
gandhara takes two srutis of maddhyama, and the note nishcda be- 
* comes fCakah, the resulting Thata will be Goun 

Observation—The Gouri Thata of the ancient writers is uni* 
versaUy admitted to correspond with our modem Bhairava Thata. 
Here again we have further proof to show that the Shuddha Thata of 
Lochana was our Kafl 



(4) KARNAT. 

TOR £ gcfi 7 fffif wfiir zrwtf cRi It 

Translation. If you take the shuddha swara scale of seven notes 

and raise gandhara therein by two srutis, the resulting Thata will be 
Kamat. 

Observation.—The Kamat Thata will be the modem Khamaj 

Thata of our Hindustani system in which all notes except the 
nishada are shuddha. 


(5) KEDARA. 

tfqrct TOHffarieflSRj ii 

Translation.—If in the Kamat scale, the nishada becomes Kakali 
the vina will produce the Thata known as Kedara. 

Observation.—The Kedara Thata of the Tarangani will corres¬ 
pond with our modern Bilawal scale. 


.(6) IMAN. 


q# JTRJT: % I 

TOfr i: m ii 

Translation.—If in the last mentioned Kedara Thata the mad- 
dhyama takes two srutis of panchama, the resulting Thata will be Iman. 


Observation.—This is exactly our modern Yaman Thata of the 
Hindusthani system. The only difference is that the modem Hindu¬ 
stani musidbn uses the swara names tivra 'ga' tivra 'ni' and tivra 
'ma in place of Lochana's Tivratara 'ga' tivratara ’ni' and tivratara W. 

m .. 

(7) SARANG. (A) 


qjf =? qfarc; 1 

m sirt sro tfv II 

Translation.—If in the Iman Thata just described, the Ga coin¬ 
cides with the shuddha maddhyama and the dhaivata takes the place 
of the shuddha, nishada the scale produced would be the Saranga Thata. 

Observation.—The Gandhara which stands in the place of 
shuddha ’ma' would be called ati tivratama ’ga' and the dhaivata 
standing in the place of shuddha nishada would be called tivratara 
’dha\ In ancient music, two notes of the same denomination were not 
allowed to appear in the same scale. Hence the use of the atitivratama 
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dha by Lochana. No such scale appears to be in use in the music 
system of Western India at present. But (here is one like it in the 
Southern system and is known there by the name of Chitrambari. 

(11) MUKHARI. 

i 

331: TO: TO | 

351 gsjfft flforfroeg fj 

Translation.—If in the shuddha swara scale the dhaivata be¬ 
comes komal, the resulting scale will be called shuddha Mukhari, or 
Mukhari. 

% 

Observation.—This scale will correspond with the modem Hin¬ 
dustani Asawari Thata or according to some the Jaunpuri Thata. The' 
Southern scale answering this description would be Nata Bhairavi. 
There is a Mukhari scale in the Southern system also but it materially 
differs from Lochana's Mukhari. 

m 

(12) DEEPAKA.. 

* 

The auihor gives no definition of this Thata. He simply says:— 

| * 

a 

This shows that the Raga Deepaka had already gone out of use. 
Lochana says, if the Raga has to be revived, its features should he 
settled by the best living experts, evidently in a Conference. 

Quaere.—What becomes of the usually told story that the raga 
deepaka was sung by Miya Tansen with disastrous results to himself 
in Akbar's Court. 

The twelve thatas of Lochana with their swaras may be written 
in terms of the Hindusthani swara names thus. 

( > ) mfi—Bh f l 35» 3 3 35, 3 35, 35 , R | 

m, Cr 3 re> 3 ®r, 3 ft t 

( 3 ) vfifr—nr, (l *m, 3 35, 35. re, 3 fir 35 \ 

(v) m\z—m, fi 35 * 3 re, 3 re, t 35, 3 35, fir l 

( h ) % 5 R— 31 , fi re, 3 re, 3 re, * re, * re, fir re l 
(5) —at, ii 35, 3 re\ 3 3l*T, 3 re» 3 35, fir re 1 

( ^ } $ gg;,** S®C» & dfa, * 55, X, ft #Tc? & 35 I 

{c) fci—Hi, Ci.35, & 1 

( ^ m. Cl 35, 3 33, 3 rlfa, 3 33, X , fir & 35 1 

(t o) tt^f«Cr—m, Cl 3 3^:, 3 efrar, «r 35:, 3 #ia»> fir 35 t • 

«>) geifl—SI, Cf 3S* 3 ^I3c5, 5 35,-q re, 3 ft f 

—Nil. . 



The author classifies his seventy-five 'janya' ragas under these 
Thatas as follows ■— 

( i) | 

(\) aM—tfrfl i 

(i—fl'JtJ'T, tfwfr, to? nf/t f fcfr to, 

fcpr, gsRtitf. srnifh Wtb to, farre, fnmft r 3*0, *$& t fa, 

rrfoir t,Gz, msm*, 5 TT(Hfr, armtwfr, StftfTO ft^arpr**^ 

{v vfe, arftofr, s*to, to?, to. to, rorwrt. 

ciTO, to, fKra, bto, 3(*wi, i 

(H > to”to*rr, arpfasmr* jnrrfr, WIW, f^rr, f«K :im t 

VTTTO, gTO7, *fl*TTcyWf, Cl&C, TO | 

* ( % ) **Fr— tot* *^c*w i 

(6) ?nfr—*rik, TOsrtf, *ro, t 

( c ) tfittro, faro, arfor, srsrg??, gsro i 

(^; wtfi—snrtft, efcsa i 

(^) f 

(tt) s^fO—to* i 

<t*j <fa*— 

If will be observed that all these fanya rag as of tho Tarungmi 
are blown to the Hindustani musicians of the present day. The 
grantha therefore should be of the greatest historical irapcrtarjoe to 
then It is interesting to note how many of these fcmya rcgas have 
changed their swares during the Mohamedsn regme. Some of the 
rages seen to have retained their original Thatas even to this day 
The author does net give any detailed definition of the Jcnya regas 
because I believe the work Tarangim is essentially a book cn prosody 
and not on Music, As to the timers assigned for the singing of these 
ragcts the author setys cs fallows:— 

3TTOH TOOT): J 

TOr jjx^ nrro toi i 

to fITO& w 

TOtodi to ^ f 

trfcTO vrft TO t 

fro sff tottotoh 3R: ([ 

■* 

ami *it irosrj; to*? II 


m ?rr f nl' ^ qj i 
TOf ? *7/$ftf*ft>r ^cf% II 
?r %&?t°i: rrRff^r^r i 

fefRR^ RRf $qi£: R^?HTcf: n 

&rwx& vmzmsft ? j 

SRPZ: vm TOsfa q || 

<Mf TO!) mV <rfoqfe I- 

t These times of singing throw a good deal of fight on the modem 
classifications of tho Hindusthani ragas. The following times for in¬ 
stance will attract particular attention of the Hindusthani Musician. 

BHAIRAVA <$ RAMAfCALL—To be sung in the early morning. 

GOURI.—To be sung in the evening. 

B1LAWALI.—To be sung in the first quarter of the day. 

KALYAN.—To be sung in the first quarter of the night. 

TODI and SUHA.—To be sung in the forenoon. 

SARANG .—To be sung at midday. 

ICANADA.—To be sung at midnight. 

ADANA.—To be sung in the third quarter of the night. 

MEGHA.—To be sung in the rainy season. 

Lochana has also included in the Tarangini a small chapter on 
Raga mixtures, 

( e^CST TOW #RW Jtfas WJTOJ: ) 

which also deserves attention. 

HRDAYA KOUTUKA AND HRDAYA PRAKASHA 

These are two small but interesting treatises. The name of the 
author is Hrdaya Naraindeva. He describes himself as follows:— 

" ffcr ?fr 

No date is given in the book by the author, but we can fix an 
approximate date for the author with the help of some other works. In 
the Hrdaya Koutuka, the swara prakarana we find is borrowed bodily 
from the Raga Tarangini. That means that the work was written some 
time after the fifteenth century. Dr. Sukthankar, late of the Archaeo¬ 
logical Survey, India, at my request tried to ascertain the date of Hrdaya 
Narain and found that the last named ruler, ruled in Gada desha about 
the Samvat year 1724, i.e. A.D. 1880. The great importance of Hrdaye- 
sha's works lies in the way he fixes the exact places of his shuddha 
cmd vikrita swaras. He describes these in terms of the lengths of the 
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Bounding string of his Vina The relative pilches of those notes there¬ 
fore could be easily fi*ed with mathematical accuracy, Ahobala Pan- 
dita the author of the Sangeeta Panjata has also done it, but wo are 
not sure whether he copied hum Hydaya's boot or vice versa 

We shall now proceed *o the fcwara prakarana of Hrdaya 
JCoutuka thus, 

*KT iKT SjVt'T rfPT fHftnt’ftt || 
foimft TOT 4T57 | 

trsr is?r: n 

qR*fr^ |1 

<rcr flpfi <for n 

ffcfrfiqfr ^ (K1 rfoffl: qtr, i 

jafawft <TC7 ?£cp If 

q^rsr s: g<fi ftm. m. i 

iftro ftqfa Vif *n *r n 

these slokas have been taken by the author from the Haga 
Tarangim of Lochana and as they have already been translated, it 
is not necessary to further discuss them here Hrdaycsha invents a 
new raga and calls it Hrdaya-rama He uses two new swArcs in U, 
namely, tn sruti W and tri-sruti 'ni' and lays down a new That a for 
the raga containing these new notes He says — 

Ztfl ifIf 

Translation—Hrdaya having introduced an altogether new 
raga under the name of Hrdaya-rama has also added a new Thata 
lo the ancient twelve 

The ancient twelve Thortas he takes from the Haga Tarangini 
We have already gone through them and shall not repeat them About 

the Deepaka Thata, the author says zn^^t tfqr fptr-T 
This shows that Deepaka Haga was not sung also in his time ,Th 
follows a fanciful division of Ragas into four classes 



^5 mi qi^w; j 
*mi: *Pm fen: ^ ^rgfifa: || 

Wty: TOP ^Fl%qi: q^qf jrjj: |f 
^fciT: z&n: ?T3r< 


A 


, , J h ? ^ ya rasas are *% described in the Hrdaya koutuka. The 
sloka defmrng a raga, gives not only the Varjyavanya' swaras of it, 
but also gives its swara-swarupa. . 


Thus. 

9 

*wr qtff mi sift: qftqi ftqqi: qqr i 
^ fffr ffftmr qq) qq~qqj M) |' 
ftfhRjqflSFq: |) 

m ftw fawn mi 

fi$i RfiFmm ^rMrgqr n 

*wr qqj smqr qq} qrfaqfsr q: | 

* .. 

^qoff ^ qqprl qrqtfSq: (1 

qfi qm q*n%F ftH wm k#i i 

qfr ftq} =q qqtfr ^rpt feratfr it: n 

This is really a very useful method of describing a raga. I have 
made use of it in one of my publications on the Hnidusthani ragas. • 


HRDAYA—PRAKASHA. 


This is another work by the same author. It is much more in¬ 
teresting than the Koutuka. In this book the author describes the posi¬ 
tion of tKe shuddha and vikrifa swaras in terms of the lengths of the 
sounding strings of the Vina. The classification of the ragas also is 
instructive-and more scientific. Ahobala in his Sangeet Parijata also, 
describes his swaras in terms of the lengths of the sounding string as 
we shall see hereafter. But we do not know whether he got that idea 
from Hrdaya's book. Some scholars on the contrary suspect that 
Hrdaya took the idea from Ahobala. There is no reliable evidence on 
the point but there are two facts which may lend some colour to the 
last mentioned suspicion. Hrdaya in his Koutuka omits to fix the posh 
tions of his shuddha and vikrita swaras in terms of the lengths of the 
strings. And secondly, Sangeeta Parijata is a much more elaborate 
work than the Hrdaya Prakasha. All will depend therefore upon the 
question whether or not the Parijatwas written before the Prakasha. 

We shall now consider some of the leading features of the 
Prakasha. The author begins by saying:— 




3Tf# i 

*T5‘ : Hts^WTSrftm^ ii 

* 

Translation - The secrets of the science of music being intel¬ 
ligible only to the specially gifted, Hrdaya proposes to explain them 
with the help of the Vina There are innumerable melas or Thatas, 

• described m the Ocean of Music but only twelve of these are useful 
here A Thata is a collection of notes capable of producing ragas 

Observation —Ahobala Pandita has mentioned thousands of 
Thatas in his Sangeeta Panjata We wonder whether the word 
l, akara" is cunningly used to hint at those 

II 

qr?«j) Wm fe? nir a |i 

fegftnTftmra mr. ftgtfr Rur I 

Ttftr I 

^fsrgfafacii ^Tr *3?^ fen. ^r- ii 

AH this represents the universally accepted view, and we need 
^ hardly discuss it 

gRfarcrft fj^ctr: hit n i 

^cfFTcTIftfpfiTiTT ^Rl^ If 

3 4w Rtorfa: 1 

Translation —The viknta s war as are produced when the shuddha 
swaras rise through one, two, three or four s rut is When the shuddha 
note nses one sruli, it becomes, tivra, when it rises two srutis it be¬ 
comes Uvratara, when it rises three srutis it becomes tivra tarn a, when 
it is lowered one smh, it becomes Komal 

Observation—The process is the same as described in the „ 
Koutuba It is this process which distinguishes the northern music 
system from the southern In the southern system the shuddha swara 
is the lowest position of the note and the vibritas are its higher positions 
In the northern system, we have the vibntcrs on both sides of the 
shuddha note In other words the shuddha note occupies th^ 
central position 


*FTTtftSTfT If 

*yii II 



Translation. The > note tivratara mshacfa is also called Kakali; 
when the notes ’ni' and W take the three.srutis of W and W res¬ 
pectively, they are called mridu sa' and mridu pa'. 

The ^ #7 practically ends here. The author next ex¬ 

plains the terms vadi,' samvadi, anuvadf, and vivadi. ' • 

# 

t 

• i 

ggm to # ^nsi<Efr f 

•mizi spfgw: $ \i 

cfJP-TJ y: &{: f 

a 

TO R^f TO#) fkif TO/#) - II 

* 

Translation.—The note most frequently used in a raga, which it 
like the king of the raga, is called ’Vadi'. Samvadi stands at a distance 
of eight 'or twelve srutis from, the vadi. It is like a minister to the raja 
of the raga. Vivadf destroys the beauty of the raga and is therefore 
called the enemy. Anuvadi is neutral, and is compared to the servant.- 
The following pairs of notes are samvadis to each other. Sa, pa; ri, 
dha; ga, ni; and ma, sa; 

Then we come to an important point and it is this; 

y 

V 

if #r gw tor: fcfirarci: l 

m: ?r t%sr II 

*v 

$ 

4 

Translation.—Combinations of two or three or four notes, will be 
only pleasing 'tan’s, but no ragas. The ragas must have five six‘or 
seven'notes. A raga with five notes, is 'odava', one with six is ’shadava' 
and one with seven is ’sampuma', 

Observation.—It is an accepted rule of Indian music that a raga 

should have at least five notes *ftg I I 

A tana may have any number of swaras. 

Then follows-the most important-portion of the work; namely 
the location of swaras on the sounding wire of the vina. It will be 
useful to have the sruti swara chart before you in order to follow the • 
details of the next few slokas. 

tTO #g# i°nqfTO cTO#*#: l 

TOffTOTTOTO TOTO V II 


* 



, Translation—*11x00117 in the centre of the wire (that portion oi 
the wire which 15 capable of producing sound) will stand the tara 
shad)a H the whole wire Is divided into three equal parts, the pan- 
chama ol the middle octave will stand at the end o! the first part 

Observation —Supposing the whole length ol the speaking wire 
ci the vina to be thirty-six inches, then the Tara *sa' will be eighteen 
inches from either end, the pancham will be 12 ms horn the mem, and 
24 ins from the ghodi' (bridge} The -whole length will produce the 
fundamental note* or mandra "sa. 

ewrwi w 

Translation—The maddhyama of the middle octave will be 
exactly between the two shad)as The shuddha gandhctra wilt stand 
exactly between *sa' and 'pa* li the distance between l sa and pa 
be divided into three equal parts, then the shuddha nshabah. wiH stand 
at the end of the first part. 

Observation —In the vino wire oi thirty-six inches, therefore, the 
k^iaddhyama ot the middle octave will be at a distance of nine inches 
, from the meru, and twenty-seven inches from the lower bridge or ghodi 
\The shuddha gandhara will stand exactly between *sa‘ and pa’, that 
-'is to say, it will be six inches from the meru and thirty-inches from the 
* ghodi. If the distance between ’sa' and ‘pa\ tv/hich is twelve inches) 
be divided into three parts, the shuddha nsbabha will be at the end 
of the first part It will, therefore, be four inches distant from the meru 
and thirty-two inches from the '‘ghodi/* 

«rr?i 1 

SW37T OT'TT TTT ST9T N 

Translation—The shuddha dheuvata ought to be placed in the 
interval between 'pa 1 and tara sa* II the distance between the 'pa* 
and tar a ’sa', be divided into three parts, the shuddha nishad wtll come 
at the end of the second part 

Observation —The description of the place of the dhaivata, has 
led to some hot controversy among the scholars No doubt the des¬ 
cription at first sight appears somewhat loose, but the author furnishes 
the reader later on vnth the key to the d/hculty He says. 

m 91H fitful srifci l 

vmv vm*'* u 
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Translation,—The note tfvratara nishada is also called Kakali; 
wlien the notes m' and 'mq' take, the three srutis of W and ’pa' res" 
pectively, they are called mridu ’sa' and mridu ’pa'. 

T 

The ^ practically ends here. The author next ex¬ 

plains the terms vadi, samvadi, anuvadi, and vivadi. 
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fro im: I 

%I<1 tftfifa; H 
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Translation,—The note most frequently used in a raga, which it 
like the king of the raga, is called ’Vadi'. Samvadi stands at a distance 
of eight 'or twelve srutis from, the vadi. It is like a minister to the raja 
of the raga. Vivadi destroys the beauty of the raga and is therefore 
called the enemy. Anuvadi is neutral, and is compared to the servant. 
The following pairs of notes are samvadis to each other.- Sa, pa; ri, 
dha; ga, ni; and nta, sa; 





Then we come to an important point and it is this: 


£l ’TTI TOR: WRW 1 

wr: & ftgr q^fhfffzn i! 

m: qr^cT; SR: (1 


Translation.—Combinations of two or three or four notes, will be 
only pleasing 'tan’s, but na ragas. The ragas must have five six or 
seven‘notes. A raga with five notes, is ’odava', one with six is ’shadava' 
and one with seven is ’sampuma'. 




Observation.—It is an accepted rule of Indian music that a raga * 

should have at least five notes <Kjto: TO I jtfTO . I 

A tana may have any number of swaras. 


Then follows- the most important portion of the work; namely 
the location of swaras on the sounding wire of the vina. It will be 
useful to have the sruti swara chart before you in order to follow the 
details of the next few slokas. ' -' 

toto ^ u 


✓ 




. Translation—Exactly in the centre of the wire (that portion of 
the wire which is capable of producing sound! will stand the tara 
shad]a If the whole wire is divided intg three equal parts, the pan- 
chama of the middle octave will stand at the end ol the first part 

Observation —Supposing the whole length of the speaking wire 
of the vina to be thirty-six inches T then the Tara 'sa' will be eighteen 
inches from either end, the pancham will be 12 Ins from the meru, and 

* 24 ins from the ‘ghodi' (bridge) The whole length will produce the 
fundamental note or mandra *sa\ 

Hi 

Translation —The maddhyama of the middle octave will be 
exactly between the two shad;as The shuddha gandhara will stand 
exactly between 'sa* and 'pa' If the distance between 'sa' end ‘pa' 
be divided into three equal parts, then the sliuddha nshabah, will stand 
at the end of the first part. 

Observation —In the vina wire of thirty-six inches, therefore, the 
1 jjiaddhyama of the middle octave will be at a distance of nine inches 
from the meru, and twenty-seven inches from the lower bridge or ghodi 
,\The shuddha gandhara will stand exactly between ‘sa’ and 'pa', that 
. is to say, it will be six inches from the meru and thirty-inches from the 

* ghodi If the distance between ‘sa’ and ‘pa\ (which is twelve inches) 
be divided into three parts, the shuddha rfsbabha wifi be at the end 
of the first part It will, therefore, be four inches distant from the meru 
and thirty-two inches from the ‘'ghodi" 

unra wroftyr: l 

a* TUJT37T PHRT ftTOUFT HI ^ II 

Translation —The shuddha dhaivata ought to be placed in the 
interval between *pa' and tara ‘sa r . If the distance between the 'pa' 
and tara 'sa', be divided into three parts, the shuddha nishad will come 
at the end of the second part 

Observation—The description of the place of the dhaivata, has 
.led to some hot controversy among the scholars No doubt the des¬ 
cription at first sight appears somewhat loose, but the author furnishes 
the reader later on with the key to the difficulty He says, 

Rf HR HP1M I 

* 

- hr if 



Translation. 1 have adopted this simple method of locating the 
swaras in the interests of those who have not a good swara-dnyana. 
The exact places of the swaras, have to be fixed with the help of 

TO. It must always be remembered that the swaras in my 
shadja grama (shuddha scale) must stand in samvadi relationship. He 
means to say that the swaras in the "uttarang* of the'scale must be the 
samvadis or the fifths of those in the purvanga.) 

9 

Observation.—This explanation of the author easily solves the 
difficulty. The shuddha dhaivata which is to be placed between pan- 
chama and tara sa’ will have to be so placed that it will stand as a 
proper samvadi or the fifth to the shuddha rishabha. The shuddha 
rishabha has already been definitely fixed and so there will be no 
difficulty in fixing the position of the shuddha dhaivata. The reason 

why the author could not fix the exact length of the wire for the dhai- 

* 

vata appears to be that he could not obtain a convenient division of the 
string for that swara. We see that he has adopted the simplest way 
of dividing the wire into two or three parts. Such a division would not 
have given him the right place of the shuddha dhaivata. He knew 
that his reader could easily determine the position of the dhaivata with 
the help of the shuddha rishabha, dhaivata being the samvadi of the 
rishabha. 


The shuddha scale of Lochana and Hrdaya may be correctly 
expressed in terms of the lengths of the speaking wire and in the num¬ 
ber of comparative vibrations as follows. 

Length of the wire. Comparative vibrations. 

36 240 

32 270 

30 288 

27 320 

24 360 

21V 2 403 

20 432 

18 480 

This .is exactly the modem Kafi Thata of the Hindusthani musi¬ 
cians. The author of Koutuka and Prakasha has laid the vrhole of the 
Indian Music loving world under obligation to him for this dear ex¬ 
position of the scale. As I said, however, the great question remains 
whether he copied alt this from the Sangeet Parijata of Ahobala Pandit. 
The Parijata is a much more elaborate treatise and strikes the reader 
as an older treatise than the Prakasha. But until, some conclusive 
evidence is forthcoming on the point, we may reserve our judgemen . 


Note 
sa 
ri 
gcr 
ma 
oa 
dh a 
ni 
sa 
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' l says tbc’t Scr:~,'' T^rvc.’v: >vs? ^Y'.^'V'v- 1 
■^ v -?s: it. ;V >-<n— l^U A D t Vw 

^5 ^V’^v^ s ' *\a n * w 'v" 

'*fc‘* » ^ ^ V* +, V p> NIL* l'^ \ r 

PT be -its t.Ka s^i! o* *»be C\:-\Yv? c; r^xw > vv* k «s* 
We knew that Mah;r*ed ?lv\ o- o\ "vM f'.* 
of Delhi Ln the year 1739 A D Por„a\3 is- f*tv> c^e^i bx l\v\,* Vs ,vv\ 
fci! in his ireU known work S.r'^:;j Ari;;;x> ViLi*^ }i\n^ }l\*t\i * 
father, -*~cs in the ferr.c^ c! the Emperor Shah W/i h\mi h\\tM 
himself vas in the serno? cl Ka-a Amijvi &«oh of E bri^r hJ»* 
a ccn!$™pcrcry c! Aurcr.greb There is rocron to Ivhexe th.u Ah, 4x0.* 
had seme aquamlance with the faricits seutitetn UrMh e K mo V4wI!m 
wntten by Scnanatha in 1610 A D The*e \vo‘»M oo t.> | 4 '.^,* 
that the Sangita Parijata was written pomewiieirs in the Mu<n holt v 4 
the 17th Century 


Lite all other Sanskrit writers preceding him, AhoKilo nA'epH 
the division of the scale into twenty*two SrulH, lo wht<li hf> oiv* 1 ^ th^ 
well-known ancient names, aftij p,t? t’ t li' 1> l)'l ,+ '’1 

locating the Shuddha Swaras on the srulU i-i llu^ natn« fn th<i( Ltll-ixv'oi) 
by the ancient writers It is this; 


cl: f^K*tftiftf fri/irwiwiA U 


1 The Shuddha swara was repre^entod alv/ays b/ iL'i I 1- ! t fUu ft 
In other words, the usual rule T£S*VU ntT | W'j't 

faithfully followed by him It v/ill be'e^on pr'f^ndy ih'ji tfft U f, 1 ^! 
dha scale of the Sangita Panjtrta is identical wi'h ( s /r! /,f j n }U r t t/'t 
Prakasha It corresponds with our modem KnU coc>; 'i '' 

cubes his Viknta Swaras in the following vrr-^i 

*nfj >nf 4 rT^T ?l'[ 5 T 3 tI »Tn It 
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^Tpfuiriiffi'iif^ tiff (fiiprct *rH 1 


gewr gterrw: me u 
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^ HRia'iit srg^m | 

*R 8 ^fwsifyvK'iRcr: u 
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mi: | 

* ^OTP^R^q^yr irti^ {{ 

Translation. When a note rises one sruti, it becomes tivra; when 
it rises two Srutis, it becomes tivra-tara; when it goes up three Srutis, 
it is called tivra-tama, and when it goes up four Srutis, it is called Aii- 
tivra*tama. V/hen a note goes back (is lowered by one sruti) it be¬ 
comes komala. When it is lowered two srutis, it becomes purva'. 

♦ 

Observation. This was also the process, described in the three 

treatises we discussed. Lochana and Hrdaya say nothing about the 
’purva' note. 

Some of the ancient Sanskrit writers, give fanciful distinctions 
between the Sruti and the swara. But the distinction between them 
pointed out by Pandit Ahobala is by far the most reasonable. Ahobala 
says 


tg: SfpTr I 

sfqT II 


Translation. There is no essential difference between the Sruti 
and the Swara. Both are sounds capable of being heard. According 
to the Shastras, the distinction between them is something like that 
which exists between the snake and its coil, or between gold and the 
ornaments made out of it. .All Srutis are capable of being used as 
swaras in the various Ragas. Sounds actually used in the Raga be¬ 
come swaras for that Raga. Those not so used remain srutis only. 

Observation. He means to say that the swaras of one raga will 
again become srutis only when the Raga is changed, and a different 
set of Srutis is selected as Swaras for the new raga. The selection is 
• always to be made from the twenty-two srutis into which the scale is 
divided. The -following chart will show the places and the names of 
the different Shuddha and Vikrita swaras of the Sangita Parijaia. 
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It may be pointed out here that although Ahobala Pandit used 
twenty*mne swara names in his music system, in the descriptions of 
his rag Os, he never used mote them twelve swaras A reference to 
the chart will show that many of his vikntas ore only different names 
for the same sounds He docs not mate any secret of it He teife his 
readers what notes he would not use in his ragas Thus. 
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♦ 

fiFTcR clSTT 4 ^ 4 =4 <f$TT II 

Pro! ^ cfr^rcr^t ^ li 

fpffliw ^r v^sFTfCiR^ j 

Translation.—In giving the 'laksanas' (definitions) of the Ragas, 
qvb omitted the use of the following ten swqfqs i 

w 

(*) ^ (r (k) cfi?r ti (^) %4<r ?r (v) q (h) m % (s)afacfir 4 

(vs) Vjf *4 (c) ^ 4 (<^) 4 ^ 14 (*o) 4)444 ft | 

c 

About the remaining twelve vikritas, he further points out. 

« 

% 

* * 

’^TTsfr 41*14 | 

*\wk m ft^fipRR || 

3TRrto4t *r: g?r tx^ff i 

%TcT: ^ ftm: II 

FTCK: m <£?WI %sq% \\ 

Translation.—Shuddha , ri , is the same as Purva gcmdhara Shud- 
dha gandhara is no other than tivra-fara 'ri'; ati-tivra-tama 'ga' is shud¬ 
dha maddhyama itself. Shuddha dhaivat is purva nishada. Shuddha 
nishada and tivra-tara-dhaivata are one and the same. 


Observation.—He means to say that these ten swara names 

disclose only five Swaras. Thus we have only seven vikritas left out 

of the twenty-two. Out of these seven again, Kama! 'ga' and Komal 

'ni' will have to go out. * They correspond with tivra 'ri' and tivra 'dha' 

♦ 

respectively which sounds are not to be used in any of the ragas at 
all. This leaves only five real vikritas. Ahobala thus uses twelve 
notes only in his raga descriptions. 


The method of placing the shuddha and vikrita notes on the 
sounding wire of the Vina, or in other words the method of expressing 
the positions of the shuddha and Vikrita Swaras in terms of the lengths 
of the speaking wire of the vina is exactly the same as that used by 
Hrdaya in his Hrdaya Prakasha. We can therefore, safely say that 
the shuddha and vikrita swaras of Ahobala, are identically the same 


as those of Hrdaya with this exception that Hrdaya uses tivara-tara 
'ga', tivra-tara 'ni' instead of Ahobala's tivra 'ga' and tivra 'ni'. The 
verses in which Ahobala describes the placing of his shuddha and 


vikrita notes are as under:— 

* * 


44%.* tr^j4*44 I! 
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iltWI fotfaflTT \ 

<nt5T37i*r*iTn faw^t II 

*ft 3J*H?t: l 

Then follow verses describing the Viknta Swctras We need 
not go into those here All this is found in the Hrdaya Prakasha. which 
we have already considered The shuddha and Viknta Swaras of the 
Sangita Parijata may be expressed in comparative vibrational values 
thus 

'sa' 240, 'ri* 270, *ga* 288, 'ma 320, pa 360, 'dha‘ 405 
‘m’ 432, 'ga' 480, Komal ’n* 254 2117, Ima l ga' 301 17(43, Tivra 
'ma* 337V2, komal *dha* 381 3J7, hvra 'ni (301 17143X312) 

Ahobala docs not classify his ragas under any particular That as, 
but his reference to some Thata names here and there is enough to 
prove that in his time, the method of classifying Ragas under Thatas 
was common He describes about 122 Ragas in the Panjata In the 
raga description he mentions in each case the note used in the raga, 
the aroha and avaroha the Graha and Nyasa and also the Murchana 
The Murchana in the Panjata is nothing more than the first 'tana' of the 
'swara-karana' given under each Raga We shall speak of the Mur¬ 
chana when we examine Srinivasa Panda la's work Raga Tatwa Vifco- 
dha Sri Nivas a was a faithful, follower of Ahobala 

The following Shlokas will give the reader a clear idea as to 
how Ahobala defines his Ragas in the Sangil Panjata, 
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five it is called ouduva’, The mela' has thus three varieties, or forms. 
Vikrita swaras also enter the construction of the Mela. 

* 4 

k 4 

Translation.—Shuddha sampurna mela has only one form. With 
one note omitted the mela* assumes six forms. With two. notes omitted, 
it has fifteen varieties or forms. 

-0 

Observation.—By dropping ni, dha, pa, ma, jga, re, one at a 
time, we get six ’shadava' varieties, and by dropping ni, dha; ni, pa; 
ni, ma; ni, ga; ni, re; dha, pa; dha, ma; dha, ga; dha, ri; pa, ma; etc., 
two at a time, we get fifteen ‘ouduva' varieties. 

A Haga is derived from the 'Mela' but has 'aroha' and ’avaroha'. 
Melas become Ragas themselves, as soon as you give them ‘aroha' and 
’avaroha'. By applying the principle of ‘odavashadava-sampuma' to 
these arohas and Avarohas we can obtain 484 ragas from each Sam- 

puma Mela. This is in fact the principle on which the Raga system of 

♦ 

the Kamatic music is based. 

We shall now briefly consider the function of the 'Murchhana' 
which seems to have played an important part in the production of the 
Raga. Ancient writers define Murchhana as follows:— 

q&ftff eqff cm w ?)) 

11 

In the time of Ahobala and Sri Nivasa, however, the definition 
seems to have undergone a slight modification. These authors define 

‘Murchhana' thus:— 
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Every Raga had lour parts, namely 'udgraha'. sthayi' 'sanchari', 
and muktayi'. 'Udgraha' was the first part with which the raga ’alapa' 

now examine one or two raga defini- 

i * *-2? 

tions:— • 

* * 

' 3fRl| ^BO^SPRITO II 

« • 4 
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Translation.—Ihe raga "Saindhava" is produced from the shud- 
dha thata. Its murchhana is Dhaivata and it drops the notes gandhara 
and nishada in the* Aroha. 

\ m f 

Observation.—What is the function of the Murchhana here, we 
ask ? The answer will be found in the swara-karana given under the 
. definition of the raga. It runs as follows:— 

4 

*rcm f ® f o . . 

. (This is really the ‘murchhana' of dhaivata) 

i 

wr ftwRTwm 
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Then comes the third portion of the ‘alapa'- called ’sanchari', 
and last comes the 'muktayi'. This shows that in singing a raga prac¬ 
tically the murchhana was nothing more than the -first member of the 
Raga alapa. We shall take another example. 

amt! fcrCrcr I- 

Translation.—The Raga "Dhanasri" is produced from the shud- 
dha swara thata. It drops Vi’ and ‘dha' in the aroha' its murchhana' 
is “gandharadika". The 'nyasa' or ending note is maddhyama. 

Illustration ?n? <? R S 
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To sum up then, the Mela first laid down the right swaras with 

the right Varfya-avarfya' rule /or the raga intended to be sung. The 
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Every Raga had four parts, namely J udgraha' sthayi' 'sanchari', 
and muktayi'. ’Udgraha' was the first part with which the rag a 'alapa' 

was commenced. We shall now examine one or two raga defini¬ 
tions :— ‘ • * 
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Translation.—The raga "Saindhava" is produced from the shud- 

dha thata. Its murchhana is Dhaivata and it drops the notes gandhara 
and nishada in the Aroha. * 

« ft 

, * 

Observation.—What is the function of the Murchhana here, we 
ask ? The answer will be found in the swara-karana given under the 
. definition of the raga. It runs as follows • 

nfar Rtpra i i 

'wTi ; 

. (This is really the ’murchhana' of dhaivata) 
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Then comes the third portion of the ’alapa' called sanchari', 
and last comes the ‘muktayi'. This shows that in singing a raga prac¬ 
tically the murchhana was nothing more than the first member of the 
Raga alapa. We shall take another example. 

3TKt| 1- 

Translation.—The Raga “Dhanasri" is produced-from the shud- 
dha swara thata. It drops ’ri' and ’dha' in the ’aroha' its murchhana 
is ’’gandharadika". The ’nyasa' or ending note is maddhyama. 

Illustration q ft * 

* • 
To sum up then, the Mela first laid down the right swaras with 
the right Varjya-avarjya' rule for the raga intended to be sung. The 
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'Murchhana' added the necessary croha end avaroha, and thus pro¬ 
duced the actual raga, The l alapa' invariably started with the 'murch- 
hana' determining the name oi the Raga 


Lqter on it appears, the distinction between the mela and the 
Murchhana gradually disappeared and there was no restriction observ¬ 
ed as to the 'udgraha' or the start Murchhcma then merely meant 
perhaps the Aroha and Avaroha of the raga and it always started from 
the shad]a In the Southern music system, even now, murchhcma 
merely means the aroha cmd avaroha and nothing more Its starting 
point is "always the same as that of the Mela, which there¬ 

fore coincides with it In the northern or Hindus therm system of the 
present day, the term murchhana has lost all Its ancient significance 
The murchhana coinciding with the mela became indistinguishable 
from it , The mela directly produces the raga by the process of aroha 
and avaroha, strangely enough some of our modem Mahomed an pro¬ 
fessional artists are known to use the term m the sense of a kind o! 
'gamaka' too It Will not be necessary to go into the raga-adhyaya 
of the Raga Tatvcr Vibodh, because there the author borrow^ the whole 
of his material from the Sangita Panjata It is noteworthy that in the 
time of all these three or four authors that we discussed all music was 
based on the well-known twelve notes only Sn Nivas emphatically 
► disallows the use of the remaining ten srutis in the composition of the 
melas He says*— 

* There were in his time it appears some Pandits, who talked c: 

admitting twenty-four srutis into the scale, and with reference to them 
he says;— 


tffl Jfl€l iRi I 

sprtiWRfew ii 

3Ritr arfa trm: n 


He has no quarrel with these theories, but in ms rr: 5? 
he never allowed more than twelve srutis m the ' " 

melas as Swaras He probably allowed the 
occasionally as graces or omampntal Swrs 


* 



42 




SADRAGA — CHANDRODAYA 

* 

We shall now take up another group of Sanskrit treatises on* 
Music. This group contains four works and the names of them are 
(1) Sadraga-Chandrodaya, (2) Raga Mala, (3) Raga Manjari and 
(4) Nartana-Nimaya. We shall not discuss the last here, because the 
swara and raga chapters of that treatise, are the same as in the Raga 
Mala which we shall consider. The rest of the Nartana-Nimaya deals 
with the art of dancing and falls beyond the scope of this paper. The 
author of the four treatises is Pundarika Vithala. He originally came 
from that part of India which is known' as the Kamatik. It appears he 
came to the north and first settled in Khandesh. He describes 
his country and parentage in the concluding verse of the Sadraga 
Chandrodaya as follows :— 

ctT i m- 

* 1 

When the Pandit actually wrote his, Sadraga-Chandrodaya he. 
was in the service of Faruqui rulers of Khandesh. This appears from 
the opening verses of the work. 

mi w I 

mfarflcO ^rr gqsrfcfc: i 

30% *n 1 

* 

' From these verses it appears that Pundarik Vithala was in the. 
service of King Burhan Khan of Khandesh. Burhan Khan was the son 
of Taj Khan, the son of Muhammad Khan. Mr. Stanley Lane-Poole, an 
his work "The Muhammadan Dynasties" at pp. 315 says as follows :~r 

"Akbar took Burhanpur, the capital of Khandesh and received 
the homage of its king in 1562 A.D.; but Khandesh was not fully m- 



eorporoted in the Moghul empire until 1593 AD v/hen Ashirgajh fell 
in a six months' siege" 

This enables us to fix the date of Pundank Pundartka does not 
leave us in doubt as to his date at all In his Raga Man?an he says. 


m' to ml u 

m sr OTf gji *T<rcrffisr r 

3£lSl #r^rfl t TFTT#flTO: II 

TOarl&fw \ 

trtft wnr<$ srro) i 

ft i 

From this it appears that Pundank was, when he wrote his Raga 
Man?an, in lhe service of the two brother princes Man Smgh and 
Madhava Smgh who were the feudatories of the Emperor Akbar 
Pundank was the contemporary of Akbar (1556-1605) It is possible 
when Khandesh was annexed about the year 1593, Pundank lost his 
appointment and took service at the capital of Madhava Singh 

Here a question will arise Was Pundarik a southern or a nor¬ 
thern musician? There is no doubt he came originally from a part of 
the country where the prevailing music system was the fCamatik 
system It is also true that in all the four books he wrote on Music, 
the shuddha scale on which he based his system was the Southern 
Mukhari or Kcnakangi scale But a careful study of his books will 
show that the music which he actually wrote upon was undoubtedly 
&& vjsrthftvn In, Cboa&e&sja, w -dc, fcsvd the 

author dealing with Rages, common lo both the systems* but in the 
Raga Maia and the Hagct Manlari, he clearly expounds the music of 
Upper India We may safely, therefore, count Pundanka among our 
Northern authorities. His works are most clearly written. His poetry 
Is charming The shuddha scale he adopts in his books may be written 
thus ft t (called shudha n) tr g if * (called shudha ft) ztf f 
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This is the shuddha scale of the southern 
present day, 

• / 

t 


* 

4 

music even at the 


x r W f ? a11 nOW go into the sub i ect matter of- Pundarik Vithal's 
first^ book Sadraga Chandrodaya. The author begins by stating his 
srutis and swaras as follows: 
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The Pandit in these verses accepts the ancient view that there* 
are twenty-two sounds, rising one above’the other, available in music 
and known as-srutis. Mandra maddhaya and tara are the three seats 
of sound. Each of these has twenty two srutis. The distribution of the 
twenty-two srutis among the seven swaras is the same as that in the 
case of the ancient writers. The names of the swaras are: 


Tf3f, *TfaR, «fa*T 

Their places among the srutis are not disputed because he accepts the 

♦ ♦ 

usual rule * that:— 


li: Rqr^teifr 1 W 1 11 

h 

The shuddha swara stands as before on the last sruti. We know that 
all these facts were admitted by 'Lochana, Hrdaya, Ahobala, and Sri¬ 
nivasa too. • But it must be remembered that the system adopted by 
Pundarik has never to be confounded with that of the other four Pan¬ 
dits. The shuddha scale of Pundarik being the. Southern, his system 
will have to be studied independently. The swara names and some 
of the technical terms will differ from those of the northern system. Thus: 





<rnrft ^ ?s^r«^ffl 

«nwJ *u smR^rff* ti 
• m foflTjft* s?n* *n% \ 

sraflvftrv: f] 
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Translation —Thera are first of all the seven shudha swaras I 
shall explain next the seven vihnta swaras When shadja stands cn its 
penultimate or the third sruti, it is called ‘laghu-shadja' Similarly ‘mat' 
and,'pa' standing on their penultimate srutis would be called laghu- 
ma‘ and Taghu-pa* When gcx stands on the first sruti of ma 1 , it is 
called 'sadharana-ga'' and when It stands on the second sruti of 'ma', 
it is called Ymtar-ga'; when nishada stands on the first sruti cf 'sa' it 
is "kaishiki-m", and when it stands on the second sruti cf sa\ it is 
called "katah-ni". When the swaras stand on their proper places or 
srntis, they are supposed to be shuddha swaras only 

From these verses it will clearly appear that in the music system 
expounded in the Sadrcrga Chandrodaya, there will be seven shuddha 
swaras and seven vifcrita swaras The names of the seven vikrita 
swaras are as disclosed in the verses, are 

f >) ag (*) 33 **** (*) «3 wu v) >tww *ihn f h ) sru rfcnt 

Their places among the srutis, will enable us to see that they will cor¬ 
respond with our present Hindustani swaras bearing the following 
names <— 

ft, sfr^rst n, (fort* », *u >r, ^ ft, m ft* 

Our modem koraal 'ga and komal ‘ci\ as we saw, were the shuddha 
*ga' and shuddha "nT of Loch ana, Hrdaya Ahobala and Snnivasa 
and our shuddha 'ga* and shuddha 'ru\ (which we call tivra 'ga' and 
Uvra *ni7 were the timrtara 'ga' 'm' of those writers 

* 

I have already said that the shuddha scale cf the Scdraga 
Qiandrodaya is the same os the shuddha scale oi the southern system 
Y/e may conveniently compare it with our modem Hindustani shuddha 
scales and also with (he shuddha scale o! Lachana cr.d Ahobala as 
follows:— 
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SHUDDHA SWARAS 
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N. B.—The positions of these swaras will explain themselves 
better when we examine their places on the vina frets. 


The Vina of Pundarika was almost the same as our modern Vina, 
the wires and frets on both being placed and tuned alike. In the fol¬ 
lowing verses, Pundarika describes the way he tuned the wires of his 
vina and placed his frets under them:—• 
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SHUDDHA SWARAS 


Pundarika 
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VIKRITA SWARAS 
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N. B.—The positions of these swaras will explain themselves 
better when we examine their places on the vina frets. 


The Vina of Pundarika was almost the same as our modern Vina, 
the wires and frets on both being placed and tuned alike. In the fol¬ 
lowing verses, Pundarika describes the way he tuned the wires of his 
vina and placed his frets under them:— 
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He says he deliberately omits these two frets because these frets 

coming too close to those of ■ ’laghu-sa' and ’laghu-ma' would make- 

• * 

play inconvenient. If, however; there are any ragas which require 
those two notes, those well versed in the shastra of music would allow 
these two notes to be represented by the‘higher notes laghu-sa and 

4 

laghu-ma. The difference of one sruti will not make much of a diffe¬ 
rence in the general effect of the raga. 

» * 

Observation.—This also shows that Pundarika was aware of the 
northern practice of expressing ragas in terms only of twelve notes. 

A 

- We shall now proceed to the nineteen ‘thatas under which 
Pundarika classifies his ragas. 
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We shall no, go into the demons ol these Janya Bagas here 
The Hindustani musician wU!>^fct ° SomJ of fhese 

ing. ' He will find many of Ins swarQS , Q this day . The 

Jailer seem to have re aine , areat historical importance, 

book therefore, is supposed to be o, . 
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Shuddha swara. Each "gar, will be measured by a sruti Far 
instance, gandhara rising one sruti will be called "trigatika" when it 

so forth The shuddha place of the gandhara, is as we know, two srutis 
above the shuddha rishabha, . ' sruus 


JR*Nj ^ifcr m ^ku: )} 

Translation. All swaras with the exception of sa and pa, will 

be allowed to rise up to three "gaiis" or srutis/ The gahdhara alone 

will be permitted to go up to the fourth sruti of the next note 
maddyama. 
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TPPM: I 

5 Ntwt fefrc (i 

pT§ciI n 

mj 3TFl#f t£: j 

*r st ^rsxTr ii 

Translation.—The use of the "gatis" will naturally depend upon 
the nature of the raga proposed to be sung or played. The second 
"gatis" of gandhara and nishada have special names, namely "antar- 
gandhara" and "kakali-nishada". These names will be used when¬ 
ever the ga and ni rise two srutis. The srutis fifth, sixth, eighteenth and • 
nineteenth will never be used in any raga at all. * Barring these four, 
the remaining eighteen will be allowed to be so used'. The rise or fall 
by one sruti only in the mandra and tara octaves, could safely be . 
neglected. It will not aesiroy the general effect of a raga. In the 
maddhya octave, however, it will be proper to use the prescribed 
sruh-swara. 


Observation.—The srutis five, six, eighteen, and nineteen are 
barred because in the southern scale, the shuddha ri and shuddha 
dha are supposed to be the lowest sounds of those notes. Ri and dha 
when shuddha, are always three sruti notes. No swaras therefore, are ’ 
allowed between sa and shuddha ri and pa and shuddha dha. The 
provision in the last verse is intended to avoid the difficulty of having 
a four sruti note and a three sruti note standing on the same fret of the 
'vina in samvadi relationship. We find a similar provision in the Raga 

Vibodha of Somnaih; 

Pundarika being a southern Pandit may have read the Swara 
Mala Kalanidhi of Ramamatya and the Raga Vibodha of Somnath. 

The following chart will show at a glance the places and the 
names of the shuddha -vikrita swaras of the Raga Mala. * 
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After explaining the shuddha and vikrita 
defines the following technical terms, 37 ^ 
and as follows:— ’ 5 


. swaras, the author 

W, 3!?, sfcr 


^ ^ ft f^srr^r i 

a [^I5T# m^r § JT3FT 3tp5: j 

Sf^Tlprr H 

to** toMr ft ^ ^tototomcR i 

tmtos: suing; u 

We have already discussed these terms and need say nothing 
further about them. 


mrfcfrimm: ^fm: i 

toft )) 

Translation.—The note which begins a song is called "grahct"; 
the one that ends it is called "nyasa", and the note which is most fre¬ 
quently used in the gita is called "ansha", which is synonimous with 


the vadi or sthayi. ^ Jftp | Sa is the 'gratia' of 

every raga. The terms 'graha', ansha, and nyasa' had apparently lost 
their ancient significance in the modem “deshi" sangeeta. Pundarika 
says in the Chandrodaya:— 


m n 

fwr * to J) 
RAGA-ADHYAYA 


In the Raga-adhyaya of the Raga Mala, Pundarika, first lays 
down his six ‘purusha' ragas, and then gives each of them five 
'bharyas', and five putras'. 
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It will be seen that all these toga names are to be found in die 
modem Hindustani system May, many of the rogas, will be found 
to have preserved as nearly as possible their old forms The new nine 
theory of the Hindustani musicians naturally brought tn some charac 
lerxstic changes and mad© the arrangement of the ragaa still more 
attractive. In describing the thata of each ragp in the Raga Mala 
Pundanka accomplishes two wonderful things He first gives the 
swaras of the ragas and then gives the devatatmoha' appearance or 
picture of the raga as also the tune for its singing Tor instance, 

(nnaratorha Gfrif*: er# < 

^ twegtsit t 

wm vw if 

*■ 

Explanation—Here the hmf line fells us tnat snjdsna -strove 
drops pa’and n and is mn? that is it takes the terwj ga and 

komal ni The rest of the sloka describes the Masaaeva w*.c a trw 
presiding deity of (he raga 

I shall not go into dl the 5iotas describing a- tne roaas here 
but shall vmie down the fust rag a Shuddoa'Bhmrova w^t r. ^ nrarce 
cs given in the book. The Raga Mata is a panted bad Tszrm wocr. 
can be bad lor a few annas. 
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RAGA MANJARI 

.. . treatise of Pundarika which we consider is the Raaa 

Manjari. In this treatise also the writer sticks to his shuddha scale. 
The names of shuddha and vikrita swaras, and the method of describ¬ 
ing these are the same as those of the Raga Mala.' We thus find in 
the treatise the following verses of the Raga Mala repeated : 

, pfr <r<r: i 

srcrcwf ^ ^ srf^^rr ? f di sprij^ ji 

fc#: jflfPT %m\ TOfftfo | 

i « 

STfrTf: II 

. ^irfcr ^prfcr: i 

These verses have already been discussed, and we shall not 
repeat the discussion here. Pundarika adds an explanation in which 
he compares some of his vikrit swaras with those of the southern 
system. He says :— • 

HT'dK°l: ^fcHWJc^r W | 

% 

Translation.—The notes 'sadharana', 'kaishika 1 , 'antara' and 
.'kakali', are only the first and the second gatis of gandhar and nishada. * 
What he means is that sadharana and kaishika are the prathama gatis 
of gandhar and nishad respectively, and the antara and kakali are the 
second gatis of the same two notes, Sadharana ga corresponding with 
the prathama gati of ga and kaishika ni being the prathama gati of ni. 
Antar ga and kakali ni are the second gatis of ga and ni respectively. 

Translation.—When the note gandhar rises to its last gati it 
coincides with the shuddha maddyama. The shuddha maddyama rises 
through three gatis or shrutis and bears the three names *T3 
Mm, and ^ qsqff, respectively. 

’ These gatis would practically be the sounds of the fourteenth 
fifteenth and sixteenth srutis. 

• aiq- 3Tl?fr ttxflT'fl 1 

ipfPRTfcPCT nw 1) 

Translation.—When ri and dha rise only one sruti each, they 
become 'kcdshika' ri and 'kaishika dha' respectively. When they rise 





two srutis, they become q, when they nse three 

Erutis, they Will be called ft ^ respectively 

A glance at the Sruti Sward chart ol the Raga Mala will show 
clearly the positions of the swaras o! the Raga Manjan also The 
definitions of the terms spfl, etc, are in no way different to 

those given in the Raga Mala' All ragas are founded on the shadjo 
grama alone 


^JtwRtcn^ nm. qmr: i 

* ^iqfr « 

#■ 

M 

On the question of the murchhanas, qgjftlj <snd ^ Pun- 
dariha simply quotes the verses of Shorangdeva Pandit the author of 
the Sangeeta Ratnakara It 1 $ to be remarked that none of the writers 
of the last three or four centuries, say anything useful about the jatis 
of Shorangdeva and Bharata, which evidently had gone out of use 
in their time All music was confined la one grama, namely the 
shadja-grama, with its' own shuddha and viknta swaras all complete 
Thatas were constructed out of these swaras, and these that as pro¬ 
duced their own "janyaragas” All ragas were based on a system of 
twelve shuddha and viknta swaras as a generalVule There were two 
leading shuddha scales in the country The northern scale corres¬ 
ponded with our modem kafi scale, and the southern shuddha scale 
was the modem Kanakangi of the Kamatik system 

, Querry —When did the Bilawal scale come to be adopted as the 

shuddha scale of the Hmdustham music system? To this question there 
is no answer m any of the old Sansknt treatises 

In the Raga-adhyaya Pundanka begins by laying down twenty 
thatas for the classification of his J any a-ragas These thatas are 

♦ 

WIT* | 

TOwftrfPW li , 

4 

*I 

The following chart will give the twenty thatas with their shud* 
dha and viknta notes The Hindustani equivalents will mate the posi 
lions ol the notes clear to the modem students* 
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Towards the ond o( the book, Pandarika takes nole of a few 
Persian rag an which he perhaps found introduced into the Hindustani- 
system by tire Mohamedan musicians. 

apfcft TOTO5P 1 * ' 

ffW: otwpi: OTSqilftm W- II 

» * 

TON ftro: I 

mw tvrpj to imk n 

to to ^rto% I 

fca'sft 3TOTt ^ r?rfWT || 
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fasrnnqf fnPO nr^r g^cft^; 

TOH tot *rofsq u 

^fcFFH qrTO: 2TOTO fesnre: I 

Mto ^FTPPT It 

Pundarika has no doubt dene a great service to the music scholar 
by aivina these Persian melodies with their Indian equivalents. Pos- 
cibly, the locative case termination of the Indian raga name is intended , 
to show that the Persian melody is not exactly , the same as the Indian 
but that the two are' founded oh Ihe same scale. 



RASA-KAUMUDI 

■- 

The author describes his place of residence and patron as 

follows: 

fiaj rT:£W; ?iFEu<HJ*n | 

srcratff: Hs^puit itrrr^: i 

3ntnA:5f^n«^: ff^sreJTifjTsra:: gircffl^h 11 

ifl^OTSTOFTf | 

* 5N* Stowrj^tiHii n 

4 

from this it would appear that the author's name was Sri Kantha, 
and the book was written while ho was in the service of the Jam Saheb 

of Nav/a Nagax, a town near the well-known sacred city of Dwara 

*■ ■" 

. The General Arrangement of the Work. 

The book is fits! divided into two khandas or parts Each oi these 
again contains five adhyayas or chapters The first khanda with which 
we are concerned is called the Sangeet khanda, and the second deals 
with Sahitya or rhetoric The contents of the fust chapter of the fust 
khanda are described in the following slokas 

tnrra srw awn* Tfd? fnwa I 

to zk% (I 

ecnn^feriirf^iPraai! sttfriiTOffr i 

*r^s Hrfi&fl fonrif ll 
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ers gTO* hwt If 

3ittn*r spft w l 

t^r: mu mt feTTW II 
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a*va *F<mi* tfRWismwm |i 

This is the usual of the Swaradhyaya of all ancient 

Sanskrit writers. 

Tho author then deals with the different subjects mentioned in 
the last stakes in their order. V/o need not 50 into these details because 
there ho borrows everything from older authors but puts the thing in his 
own way. The description of tho sruli for instance is nothing more than 
a paraphrase of the Naradi Shiksha definition. The placing of the 
swaras again on the erutis is the same as that of the ancient writers. 
Thus: 


nrtofm 2 factor^ «nr3niRn<mr: 1 

TOlft fanTO^fam mtf: it 

TOK'Tlfaqi flRpifajn I 

'* o 

«aru»*t am mfa fofkgfihifora: 11 

mr: 1 

amna? fetflTOf ws'i *? 11 

fafarn-* n? mira a ll 
a! vm *rm nrcf mmat 1 

am saifrr f^TOrf am *amm xfo ll 


The only wonder is that the author does not find any difficulty in 
reconciling the definition of the sruti with the description of the swaras. 
Sri Kanlha- evidently recognises seven shuddha and seven vikrita 
swaras which he describes in the above slokas. His swaras may be 
compared with the modem Hindustani swaras as follows: 
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The ancient gramas are disposed off thus 


q^nrwf^rrgHt s&rnt q«<?tn l 

sfta: ?g^ u 
*f*i *uq v*w 5 (ft ** II 

Whatever his reason we see that he recognises only one grama 
namely the shadja grama On the subject of murchhana, tana, clankara 
and prastara, he has hardly anything new to tell us There is no 
evidence to show that he understood clearly the functions of the ancient 
gramas and murchhanas. Then comes the Raga Adhyaya All music 
was based on twelve notes, 03 in the case of the other writers 


am iwfkkwm fofft qnirj; | 

nnr^3 tfhwr: tow II 

ft*TVT iFTFll nnsftfa II 

In the Raga Adhyaya, he describes the Vina in full detail The 
wires were tuned as follows: 

qi itrrt I 

&?frqRt I 

uKqqsi ijtfqtqt ^3*ql ii 

This arrangement exactly tallies with that cl Rama-Amatya and 
Somnalh as will be seen later on But Pundanka, tuned his wires in 
the came way The placing of the frets is described in the following 
verses (Vide Pun dank as Vina Chart). 



aifuwta gro maa: qftq<qa j 
sr3«2i€ftjwnqt $jst fteaimn am \\ 

fta?ai ana? mO, am a^at teftffar l 
ttsalmrfamn, aar a^ar rfaifro II 

Wmmpjaniamasa ^i^Raa; | 

sa^aa jjmfg *gaa*aa|a '7 n 
^nvqaRrvqjJ nifm qam am I 
fl*af am 5a: am aaqaamaa 11 

TO’$T*r fTa^fjj^aifrj a *aw 1 
a^Ia a afamr aam a amfaai: n 

aaaaraaaa ar a*"ai agaifaai I 
aar ffruaar a^ai *naa %z$m: n 

aa: SRPaarmsm Aaia-* ga; j 
a^faia qa: aaa: ^sa^mra: mg 11 

aarmcrn: gs: qaa aftar: *mr: j 
srrai fstfraai a^i ftssi ai aft mi n 

wrn aa aata at aaaa^ar garaar \ 
wa at qmlm aRifaaifcaf II 

qasgairHi: man: a*aa a??m: ^afgi 
a*ai &fmi TOasr a Ws arcafo 11 
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STOTT ^ nviftm qj'TFlt \ 

<£rpjqr gft si irrft (fn: n 

^it qr*& TT^^ifq I 

aitjftarrsft pastor ini^ il 

*nft *Pnrt Hf srafaft rft i 

ttM srmft wmrjf? 7 * h5to il 

^TOT tSTSTTfr ^Pt: J 

frqjqT qcTlIVr^RPT^: u 

qsnfc toi: \ 

sraT-Tiwi ^Tisrt trehuftPisfl ^ it \] 

These verses dearly chow that Sn Kantha had read the southern 
authorities Swara Mela Kalanidhi and Raga Vibodha 

The uftfafa theory by which "antar'* and , *kakali" notes 
were represented by or mr ma and * 3 ^ or q* sa, was known 

to Sri Kantha, and he mentions it in hi3 work. In the southern 
music system of the present day, the notes an tar and kakali repre¬ 
sent *33 ®a and ^ sa, 

The chuddha thata of Sn Kantha is Mukhari which coincides 
with the southern shuddha scale. The author says: 

ot tm i 

tqpastffar Tnrnftqi it 

He finds the shuddha scale, f%TTC^5 but the Mukhan ruga from 
it, ho did not find so easy apparently* 

tRNrtsmft ^ tfpiir tro I 

The importance of remembering the ^iFTO »pq or picture of the 
raga. Is mentioned as under. 

<qi* fistT Tin^qtl I 

irroft nhsf^qt ^ q It 

e*fRr5TTWiT:T?jn=r tnn: I 

tr»i: utoehi q^tfq it 


^ ■ 
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t me* nr? r nUi'z * n^O v n^iO h qg$ 5 <n^l » nrsqnn 
<1 jot • qjqli otrs {(•) sfsw (’.».) iVl. This is the TO <m 

of Hindustani Music. 

t i {\ 3 . nr^n^fl 5 . unph v nr^f h <^I v tu. This is the Nor¬ 
thern Kaphi Thata. 

» 3£ nj£. 

, ^ ^pj. This Thata will correspond with the Nor¬ 
thern Khamaj. 

\ (q$m\ * aJnmnn it TOI*H«r. ™ s is the Hindustani 
Bilawal Thata. 

\ n?fR ^ hTiuk. 
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? *TRK 3 - S^R* . 
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torj Not« 

35 fr & 3S * Northern Thra fi & *fat5 tr 

35: »1 & 35 ft „ ffa fr & (fW *r 

W n & %f*r* ft „ n & cfcra ft 

T?rffr, <ra*t & *nv tffnrn ft, tfpraq n & tfnraif * 

ftlfft q & ftg^fr ft *fac5 q & ft 

After dealing with the Ftaga the author proceeds to some matters 
of general interest 

ftftai: Shu h*'*hw*ii«?ii i 

Htfifor ^ st^pr Hftqtft n 

ift^TOT am: 35l3#fali 

wrom a^r: urn: q it 

5^f tftjflT 3 3 frflqtft ftsta | 

The author does not scry which Hagas come under each of these 
classes and why. 

The Qualifications of male and female Singers are mentioned 
as follows:— 

mft^srgcufra^mftiqi^ ft sft t 

t*<m ^te^rarompn: sq**ri i 

mtf^TTTnreOfq: safari: ®mt <nt iwft i 

nft w rnfol || 

ftWH[Si<K?l qqwnWJJHIttsftiattTS | 

fr. nwzmiit'iT: AM; | 

35*»tqf*n*: vrftssrcqis: I 

w: 33 ft ftifttl mwit *m: \ 

The different dosses of Singers are described in the following 
Shlokas;— 

W S) ft^ft ft*TR 8*1 I 

35 Wl «13'1 <T«T^ fotfl W ff 5**3 |i 

Qinrq *f | 

mro * 33 1 U 


j 
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<Wia wrap i 

wra m aip *3 m^s: n 

nra^/a *fito Ptfora %?rap 1 

i*] *f$ PWVT A\ msfiivfpffi || 

qtJI wraaRm w? Htfiraa =a I 

n\ *imm fw£m? vm$x\ pFT(<ra 11 
w 3is*r rae aizafa ot I 
g^wft»pp;: w£ a awa II 
tfaifaj torsffl .$>fe mpRrafaai l 
atfolHW’TF.* aM ftftef afaWn-* II 

wz&xft a# a aaatraai^ 1 

U^i aiTOTCW rasa ^PIR$: II 

^n^nf^vr rraa; ^ *rai ara a%a*( I 
Mm r mm *faaan3a^w ll 
?in waraat fturacmfta: 1 

r? 5 f|q<ra (Flip ssffirw saisa-* H 

I 



VM 




rq^r^ flqtJ9Hfia<n II 

« I r ■ * T ^ ^ 

fof*TO$fcr: I 

tfiaataifeaaT flft WKQ l 

xm\ ar 15 # at 5 *arwf otaS^i* 
^1 wira Pist^^nai ?ia^iat 5 at faj* I 

^ *iafar t mi aa rarcra^prai ll 

wi^iaawiiH ^ifw ^ 13 , 3 ^ 1 :! 

araai^FFtei^ q^v\m ai aai ll 

*mrarafrawar asrajiar mt ifr 1 
^Fsiatfaar aa a$i*®iairaa hw H 


Slirikantha then describes the old «** W ot tne ™ 
writers and adds 

BfifrauqmsnHTO^isft^ I 

ansfir: si (fen few w®i aw H 
m?n awi sift ngs! w*ra <ra : i 

”srrS'«™^‘«“ k - v " h " to — 

_ i'atKSJ-, «■«-—»“■-- 



69 


The Works of Bbcrva Shatter Pandit 

We shall now proceed to consider the three works of Pandit 
Ehavabhatla, namely Anupa Sangita Vilas, Anupa Ratnakara, and 
Anupankusha. Bhavabhatta vras in the service of the Rathod Rajput 
King Anupa Singh, the son of Karan Singh of Bikaner. Anupa Singh 
was a contemporary of the Emperor Aurangzeb Ehavabhatla's father, 
Janardan Bhatta was m the service cl the Emperor Shah Jekcn, the 
great Mogul-Emperor of Delhi It is quite possible that during the reign 
of Aurangzeb, who was not over fond of music, the Court musicians 
of Shah Jehan, got scattered and Janardan Bhatta or his son Ehcrva 
Bhatta took service at Bikaner Ehava Ehatta in his Anupa Vilasa, 
mentions his family and residence as follows — 

Yfltssirit snrcTtK fxilTO* I 

3<T: KTO n vn; KUIKllTBlft * 1 

m (^t ^ Klf: |l 

tnp | 

Sfajl tJTKKFE: I] 

Pnt 3RT&; qrq iM Kifrr rero i 
*113: wiini stm *tn^ 11 

fHrii upmt rit: upff^t I 

tfroTOwra ll 

ifiSftte g d*fH ttfpft ire it 

mK ?ta -1 

W 5n!t *K | 

It would thus appear that the poet was bom in Dhavalpur in the 
Abhir district, (Malvra). He was a Brahmin by caste end his getra was 
Knshnatra- His mothers name wa3 Swapnabhava and his father's 
name was Janardan Ehatta Janardan Bhatta was given by the Em¬ 
peror Shah Jehan, the title c! Sangeeta Raj. According to research 
scholars, Anupa Singh ruled In Bikaner frem 1674 A D to 1709 A. D. 
Ehava E halt as own title was "Anushtupa-Chakiavarti-Sangeeta-Rai/' 
The whole material of the Swcraadhyaya of Anupa Vilas has been 
borrowed from the Sangeeta Ratnakara oi Sharon g Dova The author 
does not givo us the impression that he dearly followed the theories cf 


* 

4 
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the Rcrtnakara. He quotes from several other treatises both anterior 
and subsequent to the Ratnakar. It is said by some of our modern 
scholars that Pandit Bhava is more of a compiler than an original 
author. To some extent, I think they are right. In the Anupa Vilas 
the author, after describing "Nada" and "Sangeeta" in the usual way* 
copies the whole of the fqSRqfhsqRq from the Rcrtnakara, under the 
name Next he deals with the theory of the produciicns 

of Nada. Then comes the description of the 22 srutis and the swaras 
based on them. He brings in a lot of unnecessary detail from the com¬ 
mentary of fCallinath too, on the sruti-swara, Prakarana. Srutis are 
divided into two classes "gcrtraja", and “yantraja". 

m: li 


The usual cfr^r, grgstfi, rt^i, | and others are the ‘ 
Shrutis; the Shrutis are, 


sgtr 

WSRI 


(=^*rrter) * 




T°U 


1 

sraqjjfHl ! 


fS 

ert°r^r 




tori 





The distinction between the sruti and the swara is attempted to 
be explained by quotations from Parijata, Ratnakar, Sringara-har, and 
Raga Kutuhala, It is not necessary to go into these quotations here. 
Each of the seven swaras is then described with its picture, presiding 
deity, “dwipa," in a wealth of detail, of hardly any practical use. The 
definitions of ‘grama', 'murchhana*, 'jati', 'vama', 'shuddha tana’, 'kuta 
tana’, and ‘alankara’, are all taken from the Sangeeta Ratnakara 
and the Parijata. Sharangdeva Pandit in the description of his vikrit 
swaras has used the term ‘chyuta’ and with reference to it, Bhava 

r 

Bhatta says:— 


**t*g<r: t 

qspreqifa ? WW || 



This only shows that Bhava Bhatta was unablo to follow the 
music system expounded by Sharangdeva. There fs reason to believe 
that the suddha thata of Bhava Bhatta was the same as that of Pun- 
darilccL It is no doubt extremely difficult to find out what was really 
the author's own system. 1 admit, he adds in some places the expres¬ 
sion to the quotation But the question what was his own system 
of music still remains. 

On the question of the vitrita swarns, Bhava Bhatta says.—- 

^ ^ I 

*gfjfrn tl i 

3 rfrffrr TTrrfnrtn: 11 

All these forty-two vikntas, are based on the twenty-two srutis 
which form the basis of the system We have already seen that Aho- 
bala had twenty-nine swara names Bhava Bhatta goes a step further, 
and adopts forty-two swara names Strangely enough, he omits to say 
anything about these vikritas in his raga descriptions 

In the Raga Adhyaya, the Pandit begins by mentioning the 234 
ragas of the Sangeeta Ratnalcara by name and then turns to those of 
the Sangeeta Parijarta, The "upanga ragas" of Bilawal, Kedar, Goun, 
Punya, and so forth deserve notice On the different varieties of 
Kanada, he gives us two excellent Hindi, “sawais", which are — 

at m w ^rt nsrcftaur* src? \ 

fas a srptt I 
fta ?TfHi fas TTO3 % SreiMBnnsft 1 
zm arc* stffc <f£«ta 3 i<tv it 

tfnft m fa3 cwrewrRa 1 
ah srei fq, I 

n*5M3?r srcrft fa ffamffapra i 

These two verses throw a good deal of light on the Hindusthani 
varieties of the Kanada Raga 

In the Anupa Vilas, the Pandit deals with about 70 ragas. In 
defining each raga, he quotes the opinion of the following treatises:— 

(0 (*> «nfa qrffrra (*) *nfar zt fn (v) fltftfrrcron 

CO (0 £e) antfstfl (0 <*) 

(*•) tmfftra. 



mAldld ^ *r II 

Slft'TK TT *TR^3TO i 

nt^i II 

3HT ^17 3SPP$ | 

Tifkroisq^^ srifr^^ffn; I 
tftfqfaniicifc: srfu II 

^ansi^rt ^ 51^5: eii 3 ^ fc*i$n>r: I 

««sr ft*T: II 

feptTeqfartrifa sfsrn 1 : ^Tt^tf^er: tl 

These definitions may be found somewhat interesting and in¬ 
structive. In the Raga Adhyaya the varieties of some of the popular 
ragas are enumerated as follows.— 

smr^ikRltH'fT: Oprnrsgsrr 1 

jpRifjsv ^iRU'^RTf^rrt^. 11 

< 

S^TOlfcffTJV ffin 1 

ercf: tTTPPnm ffff: TORshit: ! 

frorcffrrr ^iftiiriCT: it 

T?farr: *"fenw I 

TOC^ihpw Will ffRtf tiff: I 

ffff:m?R?«Rir: l 

ffffi imiTfffarcffff: 11 

ffafrijWir: s^itrfferoci: u 

ffff: pHi: vzi \ 1 Whrcii II 

Then follow the varieties of Kalyana, ^n^r, mi, 

nrr, w$ t mt, ftfirrr, *rtf*r t m, sml*, srfO, wit. It will be 
useful for the music scholars to make an attempt to collect and 
preserve in a central place old songs of these varieties from 
the living artists in the country. 



All this will show that Hindusthani music was going through 
wonderful changes and that there were great artists in those Maho- 
medan times. I only wish Bhava Bhatta had taken the trouble to care¬ 
fully deiine or describe all these ‘’upanga ragas". His omission has left 
us, no doubt, in a very unfortunate position. It appears he was a great 
admirer of Pundarika. In the Kaga-Adhyaya of Ratnakara, he has 

practically adopted the raga classification of the Raga Manjari of that 
writer. He says:— 


sfRTTO cTcT: \\ 

HfFRT ^ ST || 

fossriTOTO ^ to^ 11 

SfSpft 1% II 

Then these thatas with their proper swaras and their janya ragas 
are faithfully copied from the Manjari. Be it stated here that Bhava 
Bhatta does not conceal the fact that he has copied these all from the 
Manjari. He then gives the definitions of some of our popular ragas, 
and while giving them, he cites as authorities the opinion of other 
granthas. All the three works of Bhava Bhatta are printed and pub¬ 
lished now, and so we shall not go into the details of his ragas. We 
have fully discussed almost all his authorities and so the swara and 
other details of these ragas will be easily followed by the reader. 
Bhava Bhatta has added hundreds of old dhrupadas under the different 
ragas. But as they are not set to any notation, I have not thought it fit 
to include any of them here. Many of these no doubt can be fitted to 
music by some of our eminent artists. 

Anupa-Anlmsha 

■ This is comparatively a small work. In the sruti-swara prakarana 
the author says:— 


gftqw to *ffft to ft ^ I 
srrcro: to ll 

wf m I 

mm totoi ft 



ffnaHnresqfcT * ei3 1 

TOlfem: n 

sirclsqq *g**tHT*T f mFiil l 

nftstfta^sr wfit ctftaftfcti !1 

The sniti is defined thus*— 

^^*rn (5m 1 

ircrca«u stSafafoh \\ 

The ancient ymters aro fond of defining the sruti <35 a sound 
devoid of "anuranan". When a shruti has the "anuranan’' added to it* 
ft becomes a swara J do not think they had any clear notion of this 
fine distinction This leads to the question what is "anuranan" Some 
of our modem scholars* read the modem "harmonics" into that ancient 
term* I do not think* of course their view is nght The ancients so far 
as could bo judged from their writings had no knowledge of our modem 
harmonics* "Anuranan" according to them was nothing more than a 
prolonged or sustained note Pandit Kallmatha I think* m one placo 
calls it "pratidhwani". In the vadyadhyaya while describing the dif¬ 
ferent "guna’s or qualities of in the Tt’FiT Sharangdeva 

says — 

^ai Jrsrai I 

srfaer ** qrcrgwir <t«n \\ 

5 »n: imt qfanfifai 11 

Kallmath explains the "anuranan" referred to here m his com¬ 
mentary on the Ratnakara* at page 251 A ’nada' accompanied by its 
"anuranan", he calls And says *— 

This evidently is not what we understand by the modem Har¬ 
monics. 

In the Ftaga Adhyaya of the Scmgecta Anupankusha* Bhava 
Bhatta adopts the classification of the ragas given in the Sangecta 
Darpana and without taking the least trouble to solve these ragas ac¬ 
cording to the definition given in that book* cites under each raga, the 
opinions of Sangeeta Fanjata, Hridaya FVakasha and Rcga Manjarf. 
This is no doubt unpardonable and even misleading But we do not 
know what the motive of the author really was in resorting to this 
procedure and so can give no further explanation. To illustrate *— 



tfrossffifcr tot I 

toa toto ^roqsnfsif! II 
*TO: $tor|q ^qTOqf 1 

sfrro m q%% pqr: ^t: ll 

TOqrfsSwq im\ =q qti£$T i 

mft q=qjft TOT %tTO q^frRT: 11 

zVi nter sqqq to l 
to^tt^rtto qrfar; q^ ^mfffl: it 

?. ?. f • 

3Tq|qq: } 

qifcrm— to 3 rnt tot qr&q ^ww*^ 1 
mm 3 to tfiqi mm to : ti 

TO: ql^t qtTOfcs ^T: 

—i^qj to: qfq: qrn^qi m*tv w 

qifcnsr —totot to tot y&n toatot 
to tot fa to gqrat.* ll 

qi%: TOtf?) TO f^TO 11 

^qqq^Ri— tohii^isitort; qiTO ^to^pt 11 

This procedure is most ridiculous. It certainly is not such as 
would enhance the reputation of a scholar, who adds to his name the 
title of "Anushtupa-Chakravarti-Sangeeta-Rai". 

Many of these definitions will be contradictory and leave the 
reader at sea. 
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SWARA - MELA - KAL ANIDHI 


Having finished the leading ancient authorities on the Northern 
system of Music, we shall now turn our attention to those of the 
Southern system. So far as I can judge, there are only five of them 
which deserve special attention and these are — 

Wlfrfar flVlcUmiScT, and 

It is rightly claimed by the southern musicians that their music has 
kept a faithful touch with their ancient works I do not think they claim 
that they sing the music of Sharangdeva now But I do believe they 
will be in a position to show that their music has a long tradition of 
three or four centuries behind it Some of their ragas, I am told, have 
lately got mixed up with our northern ones But these do not affect the 
great system which they have Inhented from their ancient waters The 
first southern work which we shall take up for discussion will be the 
Swara-Mela-Kalanidhi. This book was written by Rama Amatya in 
shaka year 1472 corresponding with 1550 A D The date of the work 
as given by the author is as follows — 

According to this the actual date comes to be Shravan Shuddha 
10th, of the year named SADHARANA The work, therefore, is more 
than 350 years old Barring the commentary of Kallmatha on the 
Sangeeta Ratnakara, no other complete work is at present available to 
show the development of music between the Ratnakara and the Swara 
Mela Kalanidhi, and we are therefore not in a position to say anything 
definite about the music of that period There is, however, some 
evidence in the commentary of Kalhnath to show that he was a southern 
musician and that his music system was not different from that of Rama 
Amatya, and the other subsequent wnfers We shah come to that point 
after we finish with the Swara Mela Kalanidhi Rama Amatya divides 
the book into five chapters, namely: 

(t) t * ) to u$pt f*) wn nzv* (v) to oo 

In the swara-prakarana, the author after dividing music into the two 
divisions "gandharav" and "gana", defines these technical names thus: 



Stqtft irf || 

*HRT | 

^fkwfcg $m «fsfi5f ii 

Translation.—"Gandharva" music is the music that has come 
down to us from times immemorial. Its only object is the salvation of 
man. It is sung and played by the Gandharvas (celestial Musicians) 
only. The music which is composed by our learned men and which 
has modem rules and which is expressed in deshi ragas is called 
"gana". It is intended to please men. 

Observation.—The suggestion is that all the ragas which we 
now sing will be "deshi" music only and not "margi". The rules of 
"gandharva" music were most rigid and could never be violated. Not 
so the rules of "gana" music. 

A 

eta crarcrgfpfc *iNr stags# \ 

m swrfm ?r 1%# H 

%5T STI# II 

The author has evidently taken this distinction between Gan¬ 
dharva and gana from the Ratnakara. Sharcaigdeva in the Vadya- 
dhyaya of his Ratnakara says:— 

*T£f cWtaFTIFT I 

The author then proceeds to the twenty two srutis and the seven 
shuddha swaras. He does not name the srutis. The distribution between 
the srutis and the swaras is the old one. 

eta fTOTta'taf HcTi ) 

%Tcff I 

5 rttk** 11 

Rama Amatya recognises seven shuddha and seven vikrita 
swaras. The importance. of. this work to the music scholar lies in the 



70 


fad that Rama Amatya tries to connect some oi his ideas with those 
of Sharangdeva About his vikritas, Rama Amatya says as follows 
He anti a pates a question and answers it thus.— 

Translation—Sharangdeva Pandit in his Ratnakara lays down 
twelve vikrita notes How do you say they are only seven? Answer — 

m swt kQ i 

tnrpTifl^ \\ 

Translation—True, technically speaking there will be twelve 
vikrita swaras, but there are as a matter of tact only seven vikntas 
really distinct from the shuddha swaras 

Observation —He means to say that the remaining five are only 
different names for the shuddha swaras. 

The test of a viknta, laid down by the author is •— 

He then shows, how some of the vikrita swaras fail to satisfy the test, 
and need not be recognised as separate vikntas 

apjjr Rnpr: il 

urf*n : v ftrai Jr i 

foriir ti 

fkyg: qqiftj ^ [ 


It wdl not be permissible to go here into the reasoning of Rama Fccxit, 
because we have omitted the Sangeeta Ratnakara from our present, 
discussion. 

The following chart will clearly show the positions c£thes?uccJv 
and viknta swaras of Rama Amatya 
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With the help of this chart, the following descriptions of the 
vikrita swaras could be easily I allowed, 

faraRt 3 | 

^JWIWt'IiriS'TWtiTR ^ t 
t^sfaffaTOSqFT n%fe ti 

These ore, says the author, the real seven. vticnta swarm c( 
Ratnafcara* His own vdcnlas, corresponding vnth these would bo the 

following:— 


'gffjmwhfl'fwrsw fefet it 
^wiV? s'tn mwrsi’Tf t 
3T*tnf?t *?P* 'SWWVW fl 

Rama retains the remaining four VVkrit names ttt’^TTT 15 ! 

stoc Hvtx, ft & wfl Pwk. 

* 

Following the modem practice, he gives some parallel Ii^tlltCS 
for some of his Yitntos, 

W 13 TOJ: tfTO3: ^yfefa *: U 

The same reasoning Is to apply to the note dhaivcta Thus icur 
new namm com© in Homely—(l) *FknU\ ***»(*) W;ft 

3*1 & (v> srjaTl 

It Will, however, be seen that these new swara names do not really 
tnercaso the number of the vdtritas, because they are cnly ether names 
for the old swarm The fourteen swarm of Rccr.a Andy a, therefore. 
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I have already suggested that the music system which Kailinath, 
the commentator on the Sangeeta Ratnakara followed was very nearly 
the same which Rama Amatya and his successors followed later on. 
In proof of this statement, I would cite the commentary of Kailinath 
on the Shri Raga of Sharangdeva. There Kailinath says:— 


m I wit 

TOTOmifa TOraftfl tmqjqfq, TOramRq*imf 

srsafaf sr TOTOWttf qq arwr i am s^w- 

1 qfflSFfifeTOr qqjflWRSfaRt'T sjgsqqFTCqifr 

*rf flJ TOCT rr} IW^ro^Ftf toto TOgftsronw, TOWfas&s 

^rrr.ur&rrr 7tt snsrfefem f SSTOT TOR 
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evj wrocfsr^r If evt ft^ i 

JTretftT flste* 7 ? 3nffa: ] rftyfa- 

m arflij: | fc, ?«rrft ftfttfrjftw * 


* 


♦ 


* 


* 


The rest of the commentary is unnecessary for our purpose The 
portion cited here shows that only one grama wco practically recog* 
nised in the time ol Kalhnciib All the murchhanas were started hem 
the merdhya shadja The difference of the two panchamas in the two 
gramas was ignored In the definition of Shn raga, although snuddha 
ga and shuddha ni moved one sruU higher, the next following notes 
ma and ni remained stationery and thereby violated the shastra rule 
which says that in such a case they must become chyuta In the case 
the ri and dha remain but move one sruti up All this indicates 

to a careful student the fact that Kallmath followed a system not unlike 
the one followed by Hama Amatya and Somnath (Quaere —V/os the 
music of the Sangeeta Ratnakara actually practised in Kaihnath's time'? 
Did he fully understand it? He wrote his commentary nearly two 
hundred years later. We all know that KaJJmaih wee m the service 
of Raja Deva, Raja of Vijayanagar, about 1412-1425 AD and wrote 
his commentary at the reguest of his patron) 

In the second chapter or prakaxana Rama Amatya describes his 
vina with fus shuddha and vikrifa swarns The following chart will 
dearly show how the four wires of the vma were tuned and how the 
frets were placed under them,— 


$ «t 

Z* 01 

155: 0 

35 m 

05 or Bridge 

* 33^55 tr 

3 . (i 

ST* S 

3. ft ! 

imflrft 

3. *r 

3-1 

3 - 1 % 

S* *1 

fetf t pftf 

3. * 

rwiw n 


0f*mT n 

tffiT m't 

3* ft 

*3<i<w n 

'SSH* ft 

*3*5*50 0 


ft 

* 

3 0t 

3 0 

055 ff.ft 


1 * 

ST* fl 


ftrfl 

1 

_(V) : 

*5 Hi tift 

(*> 

31. 05 <T stf 

<0 



The tuning of the wires is described in the following 

i"* 
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^cO^r’Tf tiftTOf tijrc^ti jp?t3R^ I 

TOW *ff{ ffRf qi \\ 

The Swaras produced by the six frets are described thus :— 

vjoti mlm *ithi jutur n 

ff^rof $a?itoRrwf siftof i 

^Rf flfel WRI ?5ffRf ffqj *52^ || 

SWWtaK: P 4 RI m(\ I 

\HffTO*HitaK: T^Rt *w ji 

<FEpfl fllfaff ffff: l 

ftwn 7 <ra% <101 p?r»u mR$i ll 

WrT^cT^T fcm 11 f. ?. t. 

The notes produced by the different wires on the six frets are 
clearly seen in the diagram, and so it is not necessary to cite the re¬ 
maining verses here. Nor is any translation of the above cited 
verses necessary. 

In the mold praV.arana, Pandit Rama Amatya lays down al¬ 
together twenty thatas for the classification of his janya-ragas. The 
twenty thatas with their shuddha and vikrifa swaras are as follows ;— 
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The author then mentions an interesting difference of opinion 
a3 to the number of Thatas. He says: 

efto forfoto *n% anft i 

q$Eq 3 tfqrqt ivfii it 

q$iM to: |l 

3fWT ^ srfatfft: i 

it 

arc fafa: tos^r to q^qswjar: i 

are gsitfto It 

towsfcsffir to: ^ar: H 

'tftoftwiT qfra tfttfqto t 

?t£l ^tcTO*.* II 

Translation—Thus I have described the twenty Thatas of the 
Vocal musicians Now I shall state the two opinions of the Vainikas 
Those who belong to the first q^ (party) say that the notes aia? & qi^cfi 
should be recognized as independent Swaras & the number of Thatas 
should accordingly be accepted as twenty Those who belong to the 
second q^ say that the notes *53 q«qq ntqn & restftoq 

should be recognized as good representatives or substitutes for the 
notes and the number of Thatas should be fifteen only 

According to these last the list of Thatas given in the book should stop 

at toflifes, which is the fifteenth Thata They go further & argue 
that even Sharangadeva, the author of the Sangeet Ratnakara, meant 
the same thing when he said that the notes should always 

be used sparingly* 


Observation—It must in fairness be stated that Sharangadeva 
pandit though he does give that advice, does not expressly say that 
q & *33 qf should be used as substitutes for the 3^ & 
notes In his own Raga definitions he says nothing about the 
Swaras but freely uses ajg* & Rama Amatya says nothing 

in explanation of that in his SwaramelakalanidhI. 



RAG A - VIBODHA 

4k 

* 

The author of this Sanskrit work is Pandit Somnath of the Andhra 
country. The date of the work as given by the author is the shaka 
year 1531, corresponding with 1610 A.D. It is considered to be a work 
of great interest in the Southern presidency. There are severed features 
of the work however, which will make its study no less interesting to 
the Northern Musician. A careful perusal of the book will lead the 
reader to conclude that the author at some period of his life had come 
into contact with the music and musicians of northern India. A mere 
glance at the table indicating the shuddha and vikrita swaras of 
Somnatha, will be enough to show it. The names and descriptions of 
the ragas again will further support the view. In the Raga Vibodha, 
the reader will find some distinctly Persian Raga names, such as 
Husseini, Navroj, Zeeluf, Erakh, and so forth, referred to. 

The important points in connection with this work for considera¬ 
tion will be:— 

(1) How many out of the 22 srutis did Somnath use as swaras 
in his ragas. 

(2) How did he place his shuddha and vikrita swaras on the 
srutis. 

(3) How many thatas did he use for the classification of his ragas. 

(4) What was his classification of the janya ragas. 

(5) Will any of his raga .definitions be useful for the Northern 
musician. 

I may state at the very outset that Somnath like all his pre¬ 
decessors whether southern or northern recognised the wellknown 
twenty two srutis, which again were the same as those of the older 
writers. The orthodox rule for the location of swaras on the srutis, 
was also accepted by him. He says >— 

gqfgtre: zit I 

These verses speak for themselves, and we need not discuss 
them any further. The placing of the shuddha swaras is described thus. 



^ t *$f]: n 

Evidently* 4,7, 9* 13* 17, 20, 22, were also the "adhara sruUs'* of 
the shuddha swctrcs of Somnath. The method adopted by Somnath lor 
placing the twenty two srutis on the key board of the Yina, differed trod 
that of Sharangdeva pcmdit/The latter put twenty-two separate wires 
each representing a sruti, on his vma Somnath put twenty two (rets 
under the wires of fus vine? and made them produce the intended twenty 
two srntis The principle of determining the sruti was the same m both 
oases. The whole length ol the wire produced the fundamental note 
'mandra-shadja', and the frets below the wire produced the remaining 
srutis when the Wire was pressed agonist them 

arofstr tt 

ta ftuft am \ 

* ft nr m 1! 

wiqsfNspiK x. f. x* 

u forrsr w * wra*." 

These points of Bharota and Sharangdeva were strictly followed by 
Somnath also We cannot say for certain whether or not he understood 
their real significance. Perhaps he did not. The verses may be trans¬ 
lated thusThe first wire should be tuned to the lowest possible pitch, 
end U will be the first sruti The next three should be so tuned that each 
will be a little higher than the next preceding one, (Thus there would 
be four wtre3 on the keyboard) Next place twenty two small frets under 
the fourth wire in such a way that each will produce a sound a little 
higher than that of the* preceding one, care being taken to see that 
between any two consecutive sruti sounds, no dissimilar '‘dhwemi’, ct 
sound is permitted to appear, (The author means to say that th* ratio 
between any two consecutive sruti sounds should be the same al! 
through) The fourth wire wilt produce the sound of shad;a Among 
the frets, the third wilt produce rishabha, the fifth will produce gemdhara 
and so iorth Compare the statement of Sharangdeva:— 

*fln 

The reader can easily see from this that these ancient writers considered 
their srutis to be based upon a standard sruti ratio In other words, 
they understood the srutis, to rise in pitch in geometrical progression 



Pandit Somnalh then proceeds to locate his vikrita swaras thus: 

mmrifaw gft gcH m m am \\ 

Translation. Having described the seven shuddha swaras in. this 

way, I shall now mention the seven vikrita swaras in this way by their 

names. When shuddha gandhara takes the first sruti of 'ma' it becomes 

sadharana ’ga', and when it takes the second sruti of ma', it becomes 
antara ‘ga'. 

gf ft 5 1 

*ivtx mmi h 

Translation.—When nishada takes the first sruti of shadja it be¬ 
comes kaishika *ni', and when it stands on the second sruti of shadja, 
it becomes kakali ’ni'. When the swaras ‘ni', ga' and ma' rise to the 
third sruti of the next ’sa', ’ma', and ’pa', they become "mrdu sa", 
"mrud ma" and "mrdu pa" respectively. 

Observation.—The term "mrdu", it will be seen, corresponds with 
the term "chyuta" of Sharangdeva and Rama Amatya. Pundarika 
Vittala used the word "laghu" instead. 

Somnalh then discusses the twelve vikritas of Sharangdeva and 
tries to proves that in spite of the use of twelve separate swctra names 
for the vikrita, Sharangdeva really used only seven vikrita swaras, 
which were the same as those he himself used. There were some more 
vikrita names in use in his time, and the author referring to them says: 

W: T? cWPrTcR: I 

Translation.—In the modem or deshi music we sometimes come 
across ’ri' and ’dha' swaras with four five or six srutis. And these are 

known as WT & TOT. 

These notes are the result of ’ri' and ’dha' rising through the srutis 
of the next following notes qfW & 

Observation.— ft, q*gffo ft & ft would naturally 

enter the intervals of gandhara and maddhyama. The reader will here 
ask ’’Are these new vikritas added to the seven already referred to 

by the author,?" The answer is 

eft fksm Rwb I 

RTORT H 



reman Somnath then proceeds to locate his vikrita swaras thus: 

ahto qp^ir | 

?nstRo3(R8r yfrt gtfi %?q nt to n 

Translation. Having described the seven shuddha swaras in this 

way, 1 shall now mention the seven vikrita swaras in this way by their 

names. When shuddha gandhara takes the first sruti of ’ma' it becomes 

sadharana ’ga', and when it takes the second sruti of 'ma', it becomes 
antara 'ga'. 

H8%jWl ^ V|3W fit ft ft; | 

ft 7 !*! TOf: II 

Translation.—When nishada takes the first sruti of shadja it be¬ 
comes kaishika ’ni', and when it stands on the second sruti of shadja, 
it becomes kakali ’ni'. When the swaras ni', 'ga' and ’ma' rise to the 
third sruti of the next ’sa', ’ma', and ’pa', they become ”mrdu sa", 
’’mrud ma" and "mrdu pa" respectively. 

Observation.—The term ’’mrdu'', it will be seen, corresponds with 
the term ’’chyuta" of Sharangdeva and Rama Amatya. Pundarika 
Vitlala used the word ’’laghu" instead. 

Somnath then discusses the twelve vikritas of Sharangdeva and 
tries to proves that in spite of the use of twelve separate swara names 
for the vikrita, Sharangdeva really used only seven vikrita swaras, 
which were the same as those he himself used. There were some more 
vikrita names in use in his time, and the author referring to them says: 

ffafh ff fa qs l 

srfaqte# ? q? cT*n ’wqh* n 

Translation.—In the modem or deshi music we sometimes come 
across n' and 'dha' swaras with four five or six srutis. And these are 

known as VfrWfa, fa%ffa> & TO. 

These notes are the result of Ti' and ’dha' rising through the srutis 
of the next following notes Tffqrc & PPTRC. 

Observation.— R, R & ft would naturally 

enter the intervals of gandhara and maddhyama. The reader will here 
ask "Are these new vikritas added to the seven already referred to 

by the author,?" The answer is 

35 tot fq^°rf raOT* I 

^ fcpwraf 5 TOcrt stottr mu n 
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Translation —No doubt three more vtknta swaras will result from 
this arrangement, but it will be observed that pancha sruti *n' and shat> 
sruti-n are in no way different to shuddha ga' and sadharana ‘ga’ 
already noticed The same observation will be made in the case 
of qqqRjs q & q which are no other than the sounds of 

shuddha YA' and taishilca’m* Although this is so, it is convenient to 
retain these new swara names in practice Somnath then compares • 
these last named vikritas with those of the other music schools which 
use the vitrita terminations ’Uvra\ tivratara', and tivratama* He says 

It ffl II 

Translation—Tivra 'ri* is ft* tivratara f ri’ is qqgft ft 

and tivratama r ri' is the same as 'qgjsfai ft. The same reasoning 
applies to the case of dhaivata; but the author adds qr at qqrrmpi 
that is, these vikritas cannot be used indiscriminately. 

Observation—The commentary on these lines is rather 
interesting; qf qttrohqn | qqr q*i q tfcraq ufo q*i; i e 

there will be no n & q'qwft q or ^ q is the same as 

®nu q & q ia 2 j q. 

These are independent names. These notes take no other 
qqr or names in practice. Then again qipgft q is the shuddha J ma' 
itself and qqwft q is never heard of m practice, qnrfg q is no doubt 
allowed but it will be called tivratara ma and riot tivratama ’ma, 
which name would have been more proper. The reader may 
compare this reasoning with that of Lochana and Ahobala with 
advantage. The author defends these new qqr by citing a text from 
Ratnakara:—q q qjffin ftqntqf qqq^cftqw/Ercqft ftqqsprt 

vrwtdf According to Sharangdeva himself 

qurr%rfti snqr’iURqraqft ?m**nqqpr 

Somnath means to say that although the ancient authorities did not 
allow'ra* 'ga* and ‘ma* to rise upto the third srutis of their respective 
succeeding notes, the actual fact was that these vikntas were found 
in practice That being so, their use must bo justified by the 
process That is by saying that the old "mrdu” places had cnly taken 
new names 

The author then further supports his argument by showing what 
other writers under similar situations did. 

«r trewltfl * *3: tjft j 

iPifftWFrsirc’iH 11 
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J:rir~ Tl10 , vikri '“^#^ frgftft, ^g : gra%, <n^ 

Ito RalnaWa" ° n0d Y Pandit Kailina,h in his ^ommeMarfon 


Observation.—The whole point of the discussion is this:— 
iv«usic is a progressive science and art. It progresses with the taste 
and needs of the community. In deshi music, we cannot always pretend 
to stick. to the old orthodox theories and rules. New technical expres¬ 
sions and new rules arc bound to come in course of lime, and we must 

be prepared to make room for them. The author points out that even 
Hanu.mon was of the same opinion 


Wr wi wHwmz «r%«r I 
mi tRrsmwinl 1 
vw 'nrpnfc? j 

mi t 

thrift Sira^i I 


M 

In all these matters, changes are bound to happen and we shall have 
to treat them with respect. 


Having discussed the first two questions out of the five raised by 
ur„ v/c shall now proceed to give definite answers to them. Pandit 
Somnath uses fifteen vikriia swara-names, in all and these are; 


X tfw ft 

<5 'll *T 

XX 

=1 $m i ft 

u *1 

n 

l tfOTtf ft 

c cfitBRi 

X l %]%$ fa 

v nvAm n 

* 

fa 


K ° eftft A 

x\ ?5trt 


Five of these will have to be rejected because they coincide with three 
vikrita and two shuddha swaras already counted. In other words they 

overlap those latter. Thus:—fljtfcHK» 31*rcR*r> 

arc identical with ^ q, smm *T, *T, 3S FT, 3#^ fa respectively. 

Beal vikritas according to the Pandit are those notes which have in¬ 
dependent sounds. The remaining ten being unobjectionable, it may 
be said that the system of Raga Vibodha is based on seventeen 
swaras, (seven shuddhas and ten vikritas) only. The following c art 
will dearly show how Somnath placed his swaras on the srutis. 
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False Vikrits 

Hindustani 

Swara3 

x cftn 

* ** 

qffopp ft 

cfafffTS 

ft t ? 

* ssitfl 

in 

*PTf^T ft 

a * • 

Effoft U 

\ *ui 

■■ ■ ■ 

m *T 

at* 

... (afo^uft) 

v 

m 

• * * 

a a a 

m (*) 

*\ sircar 


• • • 

t ■ A 

* * v a- a a 


H9 

a * • 

■ m -m 

l*t a a * 


t\ 

p ** 

a a a 

«t*PS f| It) 


• I* 

effort or 

' 

a a a 

• ■ a * a a 

^ *&Wi 

n 

4 

tffou fr 

afo fl (?) 

X* sfrrr 

i«« 

srarw *t 

afoan 0 

tnus it *) 

XX 

a •* 

#H *T 

vat 

afo a ( k ) 

u srtfl 

fri _ 

in 

*11* 

i 

a a 

... (afon n) 

U 

*r 

• • • 

aisnu n 

*t {O 

X v foft 

* * * 

* »• 

a a * 

i 

i 

X\ w 

A * • 

efi^tr v 

a a a 

tfrET tt < « ) 

x x titfml 

»*• 

*ZX * i 

i 

AAV 

... ( rT^U JT ) 

I'j an^fcfi 

<T 

1 

• ■ ■ 

M > 

<T ( < ) 

u *Zti 

M A A 

* - * 

a a v 

* * a a * r 

x\ <!ft«ft 

* * * 

t a *■ 

IM 

* * a * a a 

\° \rw 

«T 

a a a 

a A a 

«FR3 «T ( ^ ) 

** 

+ ** 

eifo tl=^3:«ft 

a a * 

* * a a a a 

** q\M\ 

ft 

+ *■* 


(ft*T ^ ( > • ) 


t<> 


! 


ite 5TW 

HT 

ft 1 

■ 

*1 

<T 

n 

ft 

Hindustani 

Equivalents 

x qtaifi 

515 

as 

to 

i 

i i 

5TXC 

1 

i 

: 

TO 

TO 

TO 

WlO#ltT'Tsr*HTt 

* ??5ft 

i v 

f * 

i 

tfr* 

PR 

'tt 

M 

1 f 

tf 

ft 

m fr *m q v *r *\ 

? trmTfsft 

tl 

ii 

TO 

II 

It 

tl 

Trfrfr 

»n ft0*t ft*it 


t* 

Jf 

PNI* 

V 

*1 

• * 


m fi it n q *r ft nl 


l 

i 

1 

i* 

i 

t* 

c 

»* 

n 

i 

It 

1 

| 

*&* 

m (t im q v ft *rt 

i ■K 







5 for 


vs qnn 


* qHH Htfl 


^ HIcOTS 


1* arrcfftHR: 

U ^Tk 


Hindustani 
Equivalents 


€\m 


rs 


» » >> HT ^1 H H q «r IH Hf 

» ,> » w^r hi u q h ^ u ft Hf 

n » „ Ite HI H H H q «f 1 % flf 

» » „ HSHI hi fr q h q u ft qf 


rnr^TcT^ %RR> HI fl H H q U ft Ht 


35 ^ 5 HI HI tl q H q U 1 % Hf 


HI ft H H q U ft Hf 

Hr (t q H q U 1 % Ht 
HI fl H H q U ft Hf 


>q «ft 


*5 ^IH 


*V3 qtffteft 

u nmfl 


^ HIHH 


wmmmbi 


r< 


qq 


q q hrh 


„ „ HIH HrHHH qU’IHHt 

,, 35 i 5 HI HT U q H q 5 IH Hf 

35 „ HTHcRTOHI HI fl H H q q fH Ht 

„ ,. HIHf Hit! H H q * ft Ht 

„ HtHHH TJf^Hr Hf H H H H ft ft Hf 


HiH %fiP5 HrHHHqqiHHf 


4 

HfHHT ?5Hr HI H H H H 9 ft Hf 

ntorj „ nr q q h q ft fir Hf 
„ 3§hi hiC i hh qftfont 


K; * = 

35 q, A = 
HftcTCfr, 1 


Explanatory Note 
^ihh ft, qqq© U 
cfiH ft, cffa «r 

flfa iff, H?H V 
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ft, ^ « frir? n, ft 

5^ q, 5 . ar = accepted as far n, are q f aX ft 
ft = «£t;ra ft 
w^cfr ft = efa ft 

»T = TtH55 IT 
*1 = (fcf 37 

For details refer to the chart of ewaras. 


ifa *TTTT 

3R H*T 5TW 

t S^fl 

t gpaift. 


t lt5i%- 

* upransfl 

x *rnre*Rft, * qaaqraZt. 

v aXI 

t aVr. 


t aKTTTpfi. 

* fof 

X &(*, X qfrfl. 


t ana, * z*i t x ftsrcr. v f^ta. 

* aria *kfl 

» qaa^rtfr, * iTRai 

\ maw* 

< HTSffiT, * x ^r, v qpf), H Proton, 5 

« 5<3fr, < a|cfr, ^ trunfir, t * *ma>, x 1 u to p 

x \ qms, tv x<\ gtfft, <h*> x* OTfo 

t« fifths 

x tifaifo. 

11 atltflT 

X an?fiT. 

t * 

t \tffc* x f^av, * 

XX 

1 SIOTFfh 

IV BWR$T 

x z.'&nKy ^ sfecT* x tatft, v ftM, s stft. 

tK 

x ift, * umift, \ «mr*ri> v mff, *\ x ifatf* 

XX Wi°r 

t wm* 


x qXnfr, * 

\< 

X nsrft, * anm, * qjtwv, v ijjrsft. h ’ll*, 5 tfT*rnrr, 

* aranppr, * aunpfl, ^ fon, x • t x 

+ 

n x\ aftfN tv 5m*$. 

n am'a 

x itma. 

*• **ffc 

x T^ilr, * 3rjr>n, * srpr^ft, v SstoHi h ^ 

or 


x \m*A 

xx gsarr 

x usarr. 

M nr?»T 

X 


r^T * - 


I- 


It is not necessary to discuss the definitions of these derivative 
Ragcts here. Many of these Ragas will be found to have retained the 
major portions of their old forms to this day and thus the Raga Vibodha 
will be of great importance, from the historical point of view, to the 
orthem musician. Many of Somnath's Ragas are known to the Nor- 

. eI J 1 musician ' question therefore may be safely answered 

in the affirmative. 


CHATUR DANDI PRAKASIKA 

We shall now take up for discussion the Chaturdandi Prakasika 
v/ritten by Pandit Vyankata Makhi. The work was written about 
the shaka year 1560, that is to say about thirty years after Somnath's 
Raga Vibodha. Vyankata Makhi is admittedly a Southern writer. 
Chatur dandi prakasika is still respected as a great authority in 
the southern presidency. Pandit Subrama Dixit of Etayyapuram, 
who died only five or six years ago was the last exponent of the 
Chaturdandi system. Vyankata Makhi claims to have finally decided 
the twelve note-system in the South. It is also his claim that he was 
the first to lay down the seventy-two mela-kartas or melody-types for 
Raga classification. You are aware that in the Swara Mela Kalanidhi 
and in the Raga Vibodha, the vikrita swaras recognised were more 
than five. It is true that Rama Amcrtya knew of the school which was 
ready to accept ’Tnrdu" or "chyuta" ma and ’’mrdu" or "chyufa" sa as 
representing the antara ga and kakali ni, but the ”mrdu" notes were 
not definitely discarded. 

Vyankata Makhi definitely does it as follows 

I £ Mt 11 

This is the usual rule which we have discussed more than once. 


3 i%‘^r Kfcin?; II 
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fllfaRRiaN evrRiitfsRrca: II 
*t j r* *Hfr Gist *R fa^tRa rri i 
ate ipr R*qnjtft*q *n%m\ n 
awto rWi RtRnutanftq: I 
ft ft ^ irRw^^i ftrSl nfl n 
qtiam'qqtfe i 

f rn^r*S5^fl $fh^n*ircq& It 

wa wff.q* (Hit rfr ft<fa: 1 

3H^q qfsftTRT: w sct tffUai: tl 

The live viknta sworcs acknowledged by Vycmkat Makhi therefore, are 

(0 bww *rf*m (*) aw Rterc U) too^t n ^) %fa$ ft Oo tttsA ft 

Of these five notes, to£i R is a new name and requires explanation 
The Pandit says*— 

sfcTCr: ifPf: to: qqt* jfrftftfa: | 
st^rcrct fofiql *q a*|R^ i 

qtrafa’w to *.rfteqtfq£rfjrii 

Ni# 

This shows that the qttofl r of Vyankata Makhi wa3 the ol 

Somnatha It stood on the third sruti of the panchama Tho tivratama 
'ma' of the Raga Vibodha was one sruti lower There were some other 
swara names in genera! use at Vyankat Makhi's time, and these may 
also be noted. 


tTOlft S*? I 

ftfagi^FRt^ trfo'q^qar ll 

Translation —Shuddha *n‘ and shuddha *dha' are never allowed 
to chango tho character of three sruti notes, and hence never assume 
other names. They always remain shuddha *ri‘ and shuddha *dha\ 

*Ki 3 SXRtei't qteqrf srura I 

^n{Vrq% *rei tl 

Translation—When tho shuddha gandhara retains its name 
"gandhara*' unchanged it is always a “dwi-shnitic" or shuddha gan* 
dhara, as In tho case of tho Mukharf ragam 



3^: I 

'frpWKr 3ffa: sfftpfts^ |( 

, ., 'Translation.—When the gandhara is described in terms of the 

n as in Sn Raga, its two srutis are added to those of the preceding 

nshabha, with the result that the gandhara is then called tra sjfatpm 
(3 plus 2 srutis rishabha). iKITW 


ftqy^et qsg *Ttc[ | 
tier nfc 5t% 3 * | 

snr: sMww w II 

The same reasoning applies to the shuddha nishada, when it remains 
shuddha nishada/ it is of two srutis, and when it becomes a dhaivata 
it is as in the Shankarabharana raga, 

Observation.—This change of names is made to avoid the neces¬ 
sity of having two notes of the same denomination in the same mela 
or raga. 


SZVfWFWKI fj fk^mi I 

erect wms? ftwtq; | 

ctm II 

w mvmsy w q^js# ^ || 

Translation.—Then again the two notes shuddha ’ga' and 
shuddha ’ni' have some other characters assigned to them according 
to their distance or position in relation to the preceding notes. Thus 
take the case of the sadharana gandhara. This is the normal three 
sruti gandhara above shuddha rishabha. It is used in the Bhupala 
raga. If this sadharana gandhara is taken in connection with or used 
after a (the preceding note) then it is only an 03 

in the Shri^Raga. But if this sadharana ‘ga' is described in terms of 
rishabha, then the three srutis of Ti' will be added to the three srutis 
of ’ga', and the resulting note will be called the 


Observation.—This process is very clear and needs no further 
explanation. It is also applicable to shuddha ni and kaishika ni. These 



m u&mv-1 


i %m\ 


V 55 *T 55 5 55 T 55 5 55 T5 S£ 




* ^TJ55 

V l^afr 




5 *fte 


VS tfrsft 


£ ^T^rO 


S «TT 


*• ^3fl 




^ m$ 


u 1^7 


?v 5TIS 


^ 55^1551 


^ 43^Io5T 


?V9 55flW 


*<: isrfw 

^ 'pc^pfr 


^rr^FR'T 


*n 


m 


m 


are x 


m 'resrfcr tor5 


m 




sri 


m I «i?gi?r 


er 55 55 *t ^i®7 


»>■ 


flrarc°r 


arc* 


%] SNR 0 ! 


3RTC 




^ r\ 

^15$ 


55 


rs 


Wc5[ 


^ rs. 

^15$ 


^ rs 


q^!% %W? 


rv 

WR 




vmt r 


*?*% 


55 


<rrara 


mr Ite 




These are really interesting thatas. Necoriy aU^ fee ten . g q 

new introduction by Vyankata Math. Pandit. He say 


Tts: #5# tm 
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This Is a new'Raga Introduced by the Pandit In’the Hindus than! 
Sangeeta, tivra W does not come in suitably in a rag a which tabes 
the ’ga* and *ni' komala The Pandit had to invent one (or the me la 

Here there is an interesting problem before the scholars H 
Vy an kata Makhi has invented the Sinharava Raga, and put it under the 
5Blh mela, how is it that the raga appears m the Sangeot Fanjat oi 
Ahobala Pandit? Ahobala puts it under his Bhairavi thata, that is our 
modem Asavari Thata. Was Pan)at wntten aiter the Chaturdandi? It 
La quite true this raga does not appear in any of the other works ol the 
southern system. There was a very old raga called “Ghantarava" in 
existence Even the Ratnakara mentions the "Ghantarava" It is quite 
possible that Ahobala took it from the Chaturdandi, and changed its 
thata in deference to the northern rule of avoiding tivra ’ma' In com¬ 
bination with the komala 4 ga' and komala ’ni‘ Again. Chaturdandi has* 

Iand Parijata has 

The idea is the same Has Ahobala taken his idea from the Chatur¬ 
dandi Prakasika? Ahobala made it a northern “Sinharava". wo shall 
say by the It is also possible that Ahobala saw 

Somnath’s Raga Vibodha That would explain his calling tivratara 
*ma', tivratama ma', also. But we need not go into ci prolonged dis¬ 
cussion of those points because that will bo an unjustifiable digression. 

Vyankata Makhi classified his ragas under his nineteen thates as 
follows:— 


■k 



VH ?T*1T= 

X 

X ssift 




X 




x *Tte, \ ftoi, % amnTO v 
x mtfr,« gift, < x * 

u xx rtziw tv ffto- 

x mb 

i 


X 


• fflf ft, 11 *TTTvS£, 


t 


IW 



^ mi 

< tfrcm 





< * ^r»T?o5, \ qwmk 


smft, o 

I=t j 

K mq'cr 

* * 


tv qti 

* VIZ * 

>. h sote# I 

* q^{!5T 





! <: ft 1 

> ft?tf 

\\ I 

K T^FT 


Wo shall not go into the special characteristics of these janya 
ragas because that is beyond the province of this paper. 


SANGEETA SARAMRITA 


This work was written by the Maharaja Tulajirao Bhonsle of 
Tanjore. You all know that Tanjore was formerly ruled by a 
Mahratta belonging to the family of the Maharaja Shivaji. The date, 
therefore, of the Sangeeta Saramrita vrill not be difficult to determine. 
It is send to be 1783 A.D. or thereabouts. Sangeeta Saramrita deals 
with the southern system of music, and its shuddha scale, is therefore. 
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the Mukhari scale, or the present Kanakcmgi. I have already stated the 
Hindus thorn notes corresponding to the shuddha notes of the Kamatik 
system. In the Swaradhyaya, Tulajirao brings in many ol the details 
described by Pandit Sharangdeva in his Sangeeta Ratnakara, without 
adding, which is unfortunate, any reason or explanation for the pro* 
cedure. The cruti, swara. grama, murchhana. tana, alamkara. jati. 
chapters are ail brought in more or less in the language of Sharang- 
deva After that the author abruptly begins as follows 


rrertOT itm\ I 

n*n: 3*TfTT{i^ 11 

ff shito asfFi (I 

After that comes in the iftprafcw 

TOT*: HOT: Wi: l 

TOTO 3 TORVfcfc: HOTI 3 ft t 
HTHTOft HtSNt fl 

TO II 


It will be easily seen that the author here fellows the 
by Pandit Vyankata Makhi for obtaining his 
the 12 swar as of the scale Tulajtrao has also tbe earn* 
scale That the author knew about the Cboturdaai is 
the following reference by him to that work > 



or nt 



WTOTfptgw A *:* cn«irV j>n **n*K 
TOHTOtonaviHHTO eg r.U U w r w r ** 

ItWt: ** | fl*H*niOTOTnr *r&<* 


qqtnr^H 9\ si^dl trr***??*} / 

_ _ j * 

This was also the argument of Vyonrssr M t \\ t' 

expression qo£mtq*r. Tte au!;.^ 
notes as follows 

Hrxnn: ZZIZKII rtn —r f 

CStr /f 

othhw Hfvtsj' *i*rfpf f 

H r t ** ft 



ftsars gt: Rlgfer $l%r: \\ 

Then come the optioned names for some of the vikrita notes. 

msm v mt ^>q-a%^r: i 

§qf 8rwf«RR5r f%f|cT?5ft? ?mi ii 

3J5 *lt«TR *RR t*Tg<fT*T^; I 

•r 

aWIWlOTltal*: q^gfJwijfPP: |1 

TO SOTTOSR RmgiTOte; I 

%ftra?f5faRlsft 3«rr «r^W: l( 

«5^n3ffKa^s[ ii 


On the possible number of melas, and on the selection of only the useful 
ones from among them, Tulajirao Maharaj says:— 

*Tc5f 3glTOR^ fiRTHfclftfiKjzH } 
ftwticf ctfete ii 

elt? ?rg^rffrr: i 
fafro *tef: sremqfaiOT it 

ROT II 

The author of the Saramrita enumerates the following thatas as useful 
for the classification of his ragas. 


sfkwhciis*? \ 

* 

Z$l nmfiteW rt&fi: f| 

^{rsT^nff^Krw^ to tr i 

» 

Wl 1^5: RFOTFTO || 

Rlt^RT *te^TO I 

SRrrcfacm ^rcrilRit? *te$: 11 

?te: OTHTOOTOTR^rW: *TC TO I) 

fjteq^r^T I 

^5II?fRRt^rs^T ff®# II 

RTOFRcsaj cfefrtefTORR I 

^n<jfKiwc5^f^^R5n%Cl^r: tl 
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\ tit 

x 

s m8 

» avwn*t 
< Ttiral 

* Stfl 

t* WiO 


U &5n*rfr 

<* %f3tf^r 

tV fTTlTCTrsfl 

tH SSfllWl 

*e 

U sntrez 
« *ui»i 
** <ihfi 
** s**n*ff 


Each mela is then duly defined thus*— 

tfrunta Rrctrai I 

mm *f?r jft?rt ii'ifrftftWr n 

* 

rfnpi: qU'rf: 51^*133:1 

*n: m*rp?<r*i^ mr 11 

TO: 13: A* wfarwW) | 

flWTWWlTO U 

This is practically the Kaphi Thata ol the Hindus than! musician. In 
the southern presidency Shri Raga is still sung with these notes. Our 
Kaphi Thata, as you have seen, corresponds with their, g rupJ^T 
Thata. 1 shall not trouble you with the Sanslcnt descriptions cl the 
remaining That as. Tulajirao Bhonslo was a faithful follower of 
Vyahkata Malhi and tho Shruti Swara chart given for the Chaturdandi 
prakasika will be a good guide to the Shrutis and Swaras ol the 
Sangeet Saramril. The sprroq of Shri Thata will be cl some ir. 4 e*c^t 
to the Hindustani musicians also 


The twenty-ono thatac of Tulajirao may be written with their 
Sy/aras thus:— 


X iff. 

» SSHt*. 

q nmm..,. 
v .. 

K ?Ht5Cl. 

q gsHwqft... 

vs 

*. Jfafir. 

»0 grTItfl.. 




=>, gsqtf 


V "* 

K qqsft 


qr 0 «i q q vr ft qt 
m n q q q ft ft q| 
qt (i q n q vi ft qt 

01 ft q q q VT ft Ot 

or ft ft q q *t ft qt 

ft 0 q q VI ft qt 

ot ft q n q v? ft ot 
ot ft q q q vr ft qt 

m ft n q q *r r of 

_ ^ 

* 0 t ft ft q q vr vr ot 


x x qqqif^ft... 
ftgoqqft... 

n |Mt. 

iv orqqqaft... 

ik TOfitafi... 
U ftraresr... 
*v> qqt^r...... 

*c otfq. 

x% eptRj. 

RO O^ft. 

* ■ 


or ft q q q vr ft qf 
qt ft q 4 q vr ft qt 

qrftqqqvrvrqt 

qr ft ft q q *1 ft qf 

Ht ft q q q VT ft qf 

■N* « 

hi ft q q q vr ft qt 

qt q q q q VT ft qf 

.qt ft q 4 q ft ft qt 
qroqqqqftqf 

HI ft q q q q fq qt 


= x q*qt*ft.qr ft q q' q *r ft of 


Janak melas, and the janya ragas. 


j X qqeqts, = ^qqlvnT, ^ qtciqmCi,v gs^at, k qmqqqiffh 
! $ qvqqqjq, vs qvqft, c gqqt, ^ tftfsTJO, * c qtffqqi, X X §3- 

; qqtfffl, U 3tqq$q, Uqftfq, *vqvqqt$, *Hg5*Rrcfi 

J t g?r.q:£, q (described as Wit) 

k 

I * qr^qqts. * qraqqp, ^ art^sti v s z®, 

t ^ 

5 g^ft, vs g?£r, <r ^q^Tfr, s qtsqrpft, X° oto£tf 
XX qq«$fa$, tqqqqfeh XI qR^ft *vqn?qqiffr, 
*h qr^q, x $qratif, *vsqftfr, *cgft, u ftqtq, Roqis, 
^ x sfoq, =ir qt^r, qq^qqts, rv q^ft, rk q^fqqq, 

*5 qgeft, gs;qi%ft> qqfqah fqqtq, qts^. 
x qcJiqqi. 

x q^toft ( qtqmq of f^^qq) 

















4 


x i c a Mnm ), * 
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c flflfi 




X * 5^0 




1 5jwr, \ m&t \ 3 w?r ( v k ’tSnia, 

s smwfl,» c aria* * ?P'^i ** 

U tffag* U‘gSTI (!). U U*5H. thfostf) 


i * ^miTOi?, * %5rcfo V ^(r, v, 

* «nn9iM, » fcnrcisti, tf t ?nr$T3fi t 

l* <Ri, u TOKHTT, U HW> tY^T, 

tK5^ft» U Rftroro 


\ * anjift, * tmx, v s Ofafo, X siw- 

*5toft, « * sircO, \ *f*iWN t* *mttn?h 

U 


\ TSSlti (This is the same as the Raga, TOTOtfvfi 
of sharangdeva, says Tulajirao, He does not 
give reasons though) 


Tula]irao explains the statement thus -— 

3$:trcra*$ft ifai w 

*5JtWITOi: i 

IsRre^ilfaro fofifiTOfo?! }1 

551 hits! r,~\ i 

Steitenuri ervT*rJ>*«“ t 

5S^wR5 jh %€&* ^fr> $ 

^TTq^tvfirir>>T?r ( ' 

ftfH***'**' 1 


This is certainty no tufSetert t*nrsA irr > rv 
\Vhat were ft® Mi ri shwi#® */ 

important <r*es^Gn Tufc^mo y^/r' * 1 

granted tr/rt his On SVjdtf^ T/'^j ^ ^ 
Sharangdera, also 






* 

* ■ ,_ 


* 

£ 


** ** * +* 




* * 


j 






* l 

it 


J 


N 


f 1 t 


r 





t 


* 


i 


i 


* ** 


i 



u*> 


flaga Vibodha, Chaturd 

found the 
gandhara V/e always hc=i 
shuddha ga and shuddhm 
name sT3H fcs the tx: 

"mukhan*' end net the pres 


a* rr 


tm*e pu 

£ cad tto'* * 



5 . bet w* r^ver 
' d tb^ si"^2ih3 

v.’h 



In the treatise 
names of the current 




exactly those referred to in the T 
Singaracharya. As the Swaraab 
to tell you who the author is cr 
It is now d printed boot end the 


T 








In course of time* The title c! the beck is taken, by me 



y be obtained 

n the hecdLng 


the incomplete manuscript had when I copied it It may turn out when 
the original manuscript is obtained that the tide is something different. 
1 give briefly the consents Icr what they ere worth. 
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(About 106 Ragas in all.) 

In my opinion a happy fusion between the two great music systems 
of the country is most desirable. When it comes on the Hindusthani 
system will be considerably enriched. Hundreds of beautiful Ragas 
can be reintroduced here into our system by our leading living experts. 
The Southern System again will have an opportunity of adopting our 
northern graces in the Verdi, Samvadi, rules and thereby of making its 
music much more interesting. All this however, will be the province of 
Bhavi Sangeet and thus beyond the province of this paper. 


RAGA LAKSHANAM 

I shall now make a few remarks on the last of the works referred 
to in this paper. I am sorry I was unable to obtain a complete copy of 
this work. I could get only the Rag a Adhyaya. Raga Lakshana ap¬ 
pears to me to be a very important work. Its importance lies in the 
fact that it is the real authority for the current Southern system. The 
"mela" names and the swara names are exactly those found new in 
the southern presidency. We went through Swara Mela Kalanidhi, 
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These are the present 72 Thatas of the Southern Music System 
this day. The names of the 12 notes which form the foundation of the 
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I do not pr °^ S ^°^ Jn five hundred Janyaragas given under 
“72^aLw«h"heir Arohas and Avarohas complete, but I do no. 
think it necessary to go into the details, 

. /vwmlpte this long discourse, I have in the 
1 propose now to comp way the sruti, swara, raga, 

foregoing portion touched in a succinct 
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and lhata portions ol about 16 treatises My object in this bos been, 
as I said, to show that by a study of the ancient works, we will be m 
a position to effect certain very beneficial results so far as our present 
music is concerned I have, therefore, explained which our old books 
are, which ol them are available, and where, and what the system 
shown in them is, I now propose to show how the study of these is 
of practical use to us. 

As the subject matter ol our present music is oi the same nature 
as that of the ancient music, the division and classification of that sub' 
ject matter as adopted in those texts will come in handy for system- 
atising our present music These can be used as a basis for improve¬ 
ment according to our present conditions 

I think that in out present text books, we can solely leave out 
of consideration that portion of our cmaent text books which deals with 
the physiological theories of the production of sound But we witi take 
the division of the gamut into 22 srutis adopted by these works for our 
gamut, and fix on it our shuddha scale, same as has been done in those 
works* It is well-known that our shuddha scale is the Bilawal scale, 
while that ol some ol the works is the Kch scale, and that ol others is 
the Mukhan scale. It the sruti intervals of the ancient works arc such 
as do not satisfy the modem principles of acoustics, these can be 
determined by modem science, and standardised by consensus of 
opinion 11 this is done, then the basis ol the structure oi our music will 
be standardised and uniform. The process of describing swaras m 
terms oi srutis, viknta swaras with reference to the shudda swaras, 
thcrfas or genus modes in term* of the swaras and rag as in terms of the 
thatas etc which has been used in the ancient worts can bo adopted 
for our present system But the indefinite method of describing the 
shuddha swaras used In the texts will have to be improved on by des¬ 
cribing the swaras in terms of the length of the speaking wire, of 
vibrational values, when there is a consensus oi opinion as to these 
When the swaras have been standardised, (are determined,) we 
can also fix on the number of parent modes under which the existing 
roga3 can be classified and grouped This is to be done by dead mg 
mathematically the number cl possible permutations and combinations 
as has been done by Vyankata Makhf. In his Chaturdandi Prakasika 
and then taking from them such as will best ht the present derivative 
modes When the number of the parent modes has been determined by 
consensus of opinion, we have to proceed to the clarification of the 
existing ragas under the parent modes, and fn this we will bo following 
our ancient treatises Only, w© shall fix the classification having regard 
to the similarity of sworn, vad! note, peculiarity of development ond 
o'her features between the perent mode and the derivative toga ond 



not arbitrarily, or blindly following the ancient works. Still, the ru 
followed in the ancient texts that a derivative Raga must 
having the same scale as the parent mode, the only difference bei 
in the swaras deleted or added still remains. In the ancient texts 
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see an absence of information v/hich is necessary to enable one 
make an accurate differential diagnosis of derivative ragas comi 
under the same parent mode. There the differentiation is made in aro 
avaroha, vadi, time, graha, amsha and nyasa. This differential] 
can be amplified by mentioning also the "pakads”, or catches, 
similarity or dissimiliarity of any particular raga, as compared w 
another derivative of the same thata, whether it is a "purvanga" or 
"uttaranga" raga, (that is whether its development is in the upper 
the lower tetrachord),what vivadi note can be used in it and when 
how, how it compares with a similar raga mentioned in the and 
texts, or in vogue in the JCamatik system, and so forth. We can also 
our text books have illustrations of the "alapa" developement of 
raga, set to tala and notation according to modem methods of s 
noting. As it is impossible to reduce to notation all the graces, meen 
slurs, gamaks, and other alamkaras, the notation may be supplemen 
by vocal records of practical experts, which records should be inde 
and registered, and thrown open to the student studying with the h 
of the notations. If research is able to determine the meaning of 
pictorial descriptions of the ragas, (and I must mention that there 
to be found works on the chromatics of sound, such as Field on t 
Chromatics of Sound), then these pictorial representations can be 
corporated in our text-books to be, as expounding the aesthetic 
psychic possibilities of the raga. The ancient works do not throw 
light on the principles of the compositions of tunes or songs, so that ev 
one has to fall back on a limited stock of "ustadi" songs, the corre 
ness of which no one can be sure of as they have never been not 
and have only been handed down from generation to generation, 
these principles are determined, and standardised, incorrect versions 
"ustadi” compositions can be corrected, and also new compositio 
made. By a study of the works relating to the southern system, we c 
compose songs hr the northern musicians in the ragas which are su 
there but have not found a place in the northern system, and thus i 
duce, at some date, how distant soever, a fusion of the two sist 
systems of music. 

In short, having by the study of the texts ascertained the grou 
work of the system, constructive activity can improve on that grou 
work and adapt it to the prevailing conditions of education. It is the 
fore, of great use to study those texts and to obtain from them 
thorough insight into our music as it was. 






